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PART ONE 


PAINTING UNDER THE TUDORS 

CHAPTER I 

HENRY VIII AND THE GENERATION 
OF HOLBEIN 

The year 1531, in which the Convocation of Canterbury recognized Henry Vin as the 
Supreme Head of the Church in England, can conveniently be taken to mark the close 
of the medieval period of art in England. By 153 5, at any rate, most of the old religious 
themes in painting were proscribed and the painter was no longer able to exercise his 
art in what had been the most firuitfiil field of subject-matter for artists in Europe fiar a 
thousand years. A taste for pictures of classical mythologies had not been imported as 
yet fiom Italy, and a new and national tradition of painting had to grope its way to 
birth by exploring the only oudet which remained, the field of portraiture. We can 
best estimate the nature of this subject-matter firom the finest sirrviving monument 
of Pre-Reformation figure style, the windows of King’s College Chapel, Cambridge, 
which were set up between 1515 and 1531. If Henry VEI had been en^wed with any 
of the qualities necessary for a royal patron of the arts, a wonderful opportimity was 
to hand for welding the painter’s art to the service of a Protestant kingdom. For, 
by the end of 1532, Hans Holbein, who had paid an earlier visit of a year and a half 
to London, had come to settle in England for the remainder of his life, driven by 
economic necessity to seek fortune in what seemed a hopeful and prosperous kingdom 
as a charge firom the meagre prospects for a great artist in a dty, such as Basel, tom 
by the religioiB disturbances of the Reformation. Holbein, conscious of his prodigious 
abilities, came to the Court of Henry Vin as a speculation, as Leonardo and Bramante, 
two generations before, had come to the Court of the Sfbrzas at Milan. His powers were 
flittered away to as little purpose as Leonardo’s were by his royal patron, but, by the 
time of his death in I543» he had left few fields of art in England untouched. On paint- 
ing, wh6re there was litde native tradition, his influence was less than on the art of the 
printer or goldsmith, perhaps also less than his influence on architectural decoration. But 
‘modem’ painting, in any serious sense (as opposed to ‘medieval’ painting), mayproperly 
be said to begin in Britain with Holbein’s second and final visit in 1532. 


Portrait Paittting in England before Holbein 

The remains of portrait painting of the period before Holbein’s arrival are somewhat 
more me^c than has hitherto bem supposed, since the ‘Lady Margaret Beaufert’ in the 
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PAINTING UNDER THE TUDORS 

National Portrait Gallery (allegedly of 1460/70) has proved to have another head beneath 
its present surfece. There is, in £act, no portrait known of before 1500 (apart from a few 
miniatures in books) which can reasonably be supposed to be taken from the life. We 
have, however, record of the fleeting visits of two foreign portrait painters of distinction 
in the early years of the sixteenth caitury, each upon one of those matrimonial occa- 
sions hetweai sovereigns which were the chief means of frmiliarizing one nation with 
the portrait art of another. In 1505 a painter who can, with reasonable confidence, be 
if fentififid as the Flemish-trained Michd Sittow (1469-1 525), Comt Painter in succession 
to Isabella the Catholic and to Margaret of AiKtria, accompanied Hermann Rinck, the 
agent of Maximilian, TTing of the Romans, on an embassy to offer to Henry VII one of 
Maximilian ’s daughters in marriage. On 20 October 1505, as the inscription on the 
picture (National Portrait Gallery) states, he painted Henry VII at the order of Hermann 
Rinck, and the portrait can be traced, with considerable probability, in the 1516 and 1524 
Inventories of Margaret of Austria.* What may be an earlier portrait of Henry VII, 
probably taken also from life (Irving T. Bush, New York: formerly Earl Brownlow), 
could be by a Flemish or a British hand. It has been wildly associated* with the second 
recorded visit of a foreign painter, that of Jean Perr6al (c. 1460-1530), Court Painter 
to Louis Xn of France, who came to London in September 1514 in connexion 
with Louis’ marriage to Mary Tudor, sister of Henry Vm. Certainly a prototype of 
this kind of Henry VII was in England, since other early versions survive in English 
collections. 

It is with more or less pedestrian copies of standard royal portraits that native painters 
in England seem to have been mainly occupied during the opening years of the sixteenth 
century. It is possible (but has not yet been seriously explored) that something of the 
same sort also existed in Scotland. There is little evidence for date in the surviving 
examples, and stylistic criteria are not of much avail where comparative material is lack- 
ing and the paintings are of more or less subaesthetic character. There is documentary 
evidence that series of portraits of kii^ (or, at least, of ‘images’ of kic^) were known 
in England as early as the fourteenth century, and certain late fifteenth-century images 
of this kind (the named long being Athelstan) belong to the Society of Antiquaries in 
London: but the only serious evidmce for dating such works as survive is that some of 
the repainted examples at Windsor are presumed to be identical with those mentioned 
in the 1542 and 1547 Inventories* of the collections of Henry VIII, where they seem to 
have bem regarded with the respect due to works of some antiquity. In general style 
these are more or less similar, and the latest bom of the sitters is Prince Arthur (d. 1502), 
portraits of whom are not likdiy to have been in much demand any length of time after 
his death. Such serial portraits were undoubtedly produced right up to the end of the 
sixtemth emtury and probably, with very little change of style, well into the seventeenth 
century, so that the status of other examples or series which survive must await a 
detail^ techmeal examination whidi has never been attempted. The dhief groups which 
survive (all differmt.in serial compositon and none complete) are in the possesion of 
the I>uke ofNorthumbedand, the Marquess of Salisbury, the Society of Antiquaries 
. hi the Paston femily’s possession), and a remarkable series which was at Southam 
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HENRY VIII AND THE GENERATION OF HOLBEIN 

Delabere until the sale, by Sotheby’s, ii June i 947 > ^ some 

others, are in the National Portrait Gallery. An example in relatively pure condition, 
with a reasonable chance of being an early example of this class, is the Henry VI 
(National Portrait Gallery, 2450; Plate ia). Journeyman work of this kind is to be met 
with also in France and the Low Countries, and there is nothing specifically British 
about this kind of image. 

The only painter’s name which can, in fact, be associated with such portraits is that of 
a Fleming, Joannes Corvus, whose two surviving works appear to be only very Httle more 
individualized than these images of dead sovereigns, although he is generally presumed 
to have had access to his sitters — but even this is by no means certain. It is generally 
accepted, and seems probable, that Joannes Corvus Flandrus’ — as his name once appeared 
on the frames, both now destroyed, of ‘Bishop Foxe’ at Corpus Christi College, Oxford, 
and ‘Princess Mary Tudor’ at Sudeley Castle - is the latinized form of Jan Rav, who 
matriculated into the Painters’ Guild at Bruges in 1512; of ‘Jehan Raf, painctre de 
Flandres’, who painted a map of England for Francois I in 1532, and a ‘pourtraict de la 
ville de Londres’ for the same Eung in 1534 (which possibly implies his presence in 
England before that date) ; and of John Raven, born in Flanders’ (but not described as a 
painter), who acquired naturahzation in England 13 May 1544. It is also generally but 
more rashly accepted that the ‘Foxe’ may date c. 1518 (or before 1522, which is a date 
which appears on a variant portrait of Foxe of a similar type at Sudeley Castle) and that 
‘Mary Tudor’ (from her age of thirty-four, which was also recorded on the lost frame) 
dates c. 1530. But neither of these portraits has the air of being taken from Hfe, and it is at 
least equally hkely that they are copies by Corvus (perhaps of the 1540s) of earlier paint- 
ings, and that Corvus is an unimportant artist, the accidental preservation of whose name 
has lent him an artificial interest. A much more distinguished artist of the same presumed 
class is the painter of ‘Margaret, Countess of SaHsbury’, c. 1532/5 (National Portrait 
Gallery; Plate ib). 

Painters other than Holbein in the Service of Henry VIII 

The Enghsh work of Holbein is best considered in immediate precedence to that of his 
successors, and it will be best to consider first the other names of painters, for they are still 
little more than names, which occur in the Household Expenses of Henry VIII. It can be 
stated at once that Henry VIII was not a considerable patron of the art of painting. It was 
tapestries which were the chief artistic adornment of the walls of his palaces, and on which 
he spent relatively large sums. He could not, however, avoid employing painters, and 
those who served him can be divided into two distinct classes, the Serjeant Painters and 
those who otherwise formed part of his household. The Serj eant Painters ^ do not, at first, 
properly fall into the province of a history of painting. But, as names are few at this 
period, and we know those of the Serjeant Painters, attempts have been made at various 
times to attribute existing works to them. They were extensively employed in the multi- 
farious painting works needed on special and festive occasions, and the preamble to the 
patent of Robert Streeter in 1679 as Serjeant Painter gives the fullest account of their 


3 



PAINTING UNDER THE TUDORS 


charge: ‘Serjeant Painter of all our works as well belonging to our royal palaces and 
houses as to our Great Wardrobe as also within ovur Office of Revels as also for our Stables, 
ships and vessels, barges, close barges, coaches, chariots, caroches, litters, waggons and 
close cars, tents and pavilions, Herald’s Gaats, trumpets, banners and for funerals to be 
solemnized.’ The first of them was John Browne, whose patent of appointment dates 
II January 1511/12: Browne died in December 1532, but a reversionary grant of office 
(dated 19 June 1532) had already been given within his lifetime to his successor, Andrew 
Wright: Wright was succeeded by Anthony Toto (grant dated 26 January 1543/4), who 
died in 1557/8, but seems to have abandoned the exercise of his office by 1554. Toto is the 
only one of these who must, on present knowledge, be also considered as a painter of 
pictures, but reference should perhaps be made to a fine portrait of a lady, dated I536and 
by a Flemish painter, on which an inscription has been read as ‘AW’ and dubiously inter- 
preted as the signature of Andrew Wright (Earl of Damley Sale, i May 1925 (50), as by 
Mor; now in Lord Lee’s estate destined for London University). 

The painters who appear in die surviving volumes of the household books of Henry 
Vni are Luke Homebaud (Homeband, Homebolte, etc.), Gerard Homebaud, Vincent 
Vulpe, Anthony Toto, and Bartholomew Penni: there is also Nicholas da Modena, who 
was certainly an artist of some kind, but may perhaps not have practised painting. Nothing 
that was painted by any of them for Henry Vm can be identified with the remotest 
probabihty, and the only one of them of whose work it is permissible to speak with any 
conviction is Gerard Homebaud, who appears in the accounts for 1528 to 153 1 but seems 
probably to have returned soon afterwards to his native Ghent, where he was dead by 
1540. He appears to have been a distinguished manuscript illuminator and cannot be 
associated with any other class of work. Luke Homebaud, however, must certainly have 
been a painter of real importance and was held in the highest esteem, being paid always a 
higher salary than Holbein himself (55^* dd. a month) fi;om his first appearance in the 
household accounts in 1528 until his death in May 1544. 

Luke Homebaud came firom a large femily of Ghent artists, and seems to have been 
bom, presumably at Ghent, about 1490/5 : he matriculated into the Ghent Painters’ Guild 
in 1512 and came to England some time between 1523 and his first appearance in the 
household accounts in October 1528. On 22 June 1534 he was made a denizen and 
appointed painter to the King. There our detailed knowledge of bim ends. Vulpe, 
certainly an Italian, was employed mainly in ihe same kind of tasks as the Segeant 
Painters, and the attribution to him of the series of gay pageant pictures at Hampton 
Court, ‘The embarkation of Hmry Vm firom Dover, 1519’, ‘The Field of the Cloth of 
Gold , The medang of Henry Vm and Maximilian’, etc. - which were probably ordered 
and painted in the Low Countries - is certainly inacceptable. 

We ought to be on surer ground with the othar two Italians, Penni and ‘Toto’, who 
appear almost inseparably togetha: in the accounts, for we have independent confirma- 
tion of background firom Vasari. Bartolommeo di Michde Penni was bom in 
^reoce in 14S^I, ^ brother of Gianfiancesco Penni and (apparently) of Luca Penni, 
both bettor known I£gh Renaissance artists: he is first documented in the household 
aKSMunts, -with Toto, intsso, becamea denizen in 1 541, continmsd to recdve his qumterly 
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■wages in 1547/8, and -was probably dead by 1553. He was probably less important than 
‘Tqto’, whose real name was Antonio di Nunziato d’ Antonio. The latter was a pupil of 
Ridolfo Ghirland^'o and acquired die nickname of Toto del Nunziata in Florence, where 
he was bom 8 January 1498/9. On 28 September 1519 he signed a contract at Florence 
■with Torrigiano to remain ■with him for four and a half years and to exercise his art in 
Italy, France, Flanders, England, Germany ‘or anywhere else in the world’ for a certain 
salary. Torrigiano was the Italian sculptor employed on the tomb of Henry VII, but he 
in fact finally left England soon after 1519. It is probable, however, that Toto had by then 
come to England (probably ■with Penni) and it is a feir hypothesis that he was employed 
by Wolsey, since it is immediately after die of Wolsey (October 1529) that Toto and 
Penni first appear in the royal service.* Toto was made a denizen 26 June 1538: his New 
Year gifts to the King, probably of his o^wn painting, include a picture of the ‘Calumny of 
Apelles’ on New Year 1538/9, and a ‘Story of King Alexander’ at New Year 1540/1. In 
January 1 543 /4 he became Serjeant Painter (perhaps the first ‘artist’ to hold diat appoint- 
ment) and he seems to have retained that appointment until about the accession of 
Queen EHzabeth, since he died 1557/8. We have to imagine his style as a watered 
version of Florentine style of about 1510/20, perhaps modified by prolonged experience 
of the Netherlandish Mannerist style, but the little we know about him is valuable since 
it gives a clue to the e^tence of some other kind of painting than portraitureat the Court 
of Henry VUI. One specimen survives of the kind of ambitious subject picture, in a 
mixed Flemish and Italianate style, which we may imagine to have bean in vogue in 
London in the middle of the sixteenth century - the ‘Judgement of Solomon’ in the Hall 
of the Middle Temple. 

Of other contacts with artists independent of Holbein it is worth mentioning that ‘one 
Ambros Paynter to the queue of Navara’ (possibly Ambrosius Benson) "visited the King 
at Eltham on 13 June 1532; * and the painter of the ‘Henry VIII’ at Hampton Court (of 
which a repetition belongs to the Merchant Taylors’ Company), who is conceivably 
rather than probably Joos ■van Cleve, is also to be reckoned ■with. It is generally accepted, 
but is fiir from certain, that the inscribed scroll held by the King in this portrait (from St 
Mark xvi. 15) alludes to thepubhcation ofMiles Coverdale’s English venion of the Bible 
in 1536. 


Holbein in England 

The development ofHolbein’s style does not beloi^ to the history of painting in England, 
but some account of his art in its mature form is necessary for the understanding of the 
work of his successors in Britain. He was bom in Augsburg 1497/8 and trained there and, 
by the time he setded in Basd itti5 19, he had paid a diort ■visit to North Italy (in particular 
to Lombardy) and, like Diirer before him, had fused something of the spirit of the Italian 
with that of the Northern Renaissance. He is the great artist of the Northern humanist 
movement, which had its centre in Basel round the personahties of Erasmus (whose work 
he illustrated) and the printer, Froben, for whom he designed a very large number of 
woodcuts. Had it not been for the troubles caused by the Reformed religion at Basel, 
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which drove him to seek employment in England, he might well have become a great 
religious painter. As things turned out, his mature painting was mainly in the fidd of 
portraiture, where he remains unsurpassed for sureness and economy of statement, 
penetration into character and a combined richness and purity of style. 

In 1526, just before his first visit to England, he had painted the small ‘Venus’ and ‘Lais’ 
(both at Basel) which reveal a knowledge both of Leonardo and of Raphael. He thus 
arrived in London in the autumn of 1526 the heir of all that was best and noblest in 
European art. He came with a letter firom Erasmus to his fiiend Sir Thomas More, written 
from Basel. ‘Here’, says Erasmus, ‘the arts are fireezing, he is coming to England to scrape 
some angels together’ {ut comdat aliquot Angehtos) - which leaves one in no doubt that 
the journey was prompted by economic necessity rather than by any higher motive. 
The glamour, for Erasmus at any rate (who may wdll have advised Holbein to this move), 
of the early years of Henry VUI had not yet evaporated: the years when Erasmus’s pupil. 
Lord Mountjoy, later tutor to the young Prince Henry, had written to his old teacher 
(1S09): ‘Our King is not after gold, or gems, or precious metals, but virtue, glory, 
immortality.’ That so much promise could have come to so little fruit was more than the 
optimistic Erasmus could believe, but More, while saying to Erasmus in reply ‘your 
painter is a wonderful man’ adds ‘I fear he won’t find England as finiitful as he had hoped’. 
Nor did he, but it would appear that the prospects seemed to him better than at Basel. 
This first visit lasted only until the spring or early summer of 1528 and his patrons for 
portraiture were drawn only from the small group, of which More was the most con- 
spicuous, who were in touch with the intemationd humanist movement: ‘Archbishop 
Warham’ 1527 (Louvre); ‘Sir Thomas More’ 1527 (Frick Gallery, New York; Plate 2); 
‘John and Thomas Godsalve’ 1 528 (Dresden) ; and the astronomer ‘Niklaus Kratzer’ 1528 
(Louvre). His major projea on this visit was the lost (perhaps uncompleted) group of 
‘The fimiily of Sir Thomas More’ ‘in watercolours’, of which there remains a iagram- 
matical drawing at Basel and a later life-size copy in oil at Nostell Priory; and drawings 
from the life for seven of the heads are at Windsor. This group of drawings ranks among 
the supreme masterpieces of portraiture and surpasses in quality the more sthematic and 
more rapidly executed drawings of Holbein’s later English years. The sang ni tip assump- 
tion that so great a painter could not have been in Ei^lmd and enjoyed the patronage of 
one so dose to the Court as More without some royal patronage has led to the general 
acceptance that a certain ‘Master Hans’ who had a share in the decoration of the banquet- 
ing house erected at Greenvyich in February 1527 for the reception of the Ambassadors 
of Francois I, was Holbein. But Hans (or John) is among the commonest names and 
there is nothing whatever to support the supposition. 

The few English portraits of this first visit are more elaborate in their pattern and 
artistry than the later English group and they have no successon in the work of Holbdn’s 
following in Et^land. That of ‘Sir Thomas More’ may be taken as a standard for their 
style. Except ft)r the work of Titian nothing of the same Senatorial dignity of presentation 
wasbdng produced inEuropean portraiture at this time, but the means-predominantly 
lin^ - are the exact opposite to Titian’s. The figure bulks largdy in a dearly 
s^ace whose cubical volume is ddiberatdy reduced by a curtain - in the dosdy «tniUr 
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‘Sir Henry Guildford’ 1527 at Windsor, the same eflfect is produced by a drawn curtain 
on a jtod, and in the companion ‘Lady Guildford’ 1527 in St Louis a column with a trans- 
verse tiebeam serves the same purpose; features, hands, and the carriage of the body are 
all used to convey character with equal effect, and the whole work has a Shakespearean 
profundity and seems to convey the full image of a European personage. The very 
maturity of the style must have made such portraits seem strange in England to all but 
the international humanist drde, and, when Holbein came to London again, his style 
became more unadorned for English sitters. 

After four more uneasy years at Basel, Holbein was back in London by the end of 1532 
and he died in London between 7 October and 21 November 1543. The patrons of his 
earher visit were dead or had fillen into disgrace, and it was the merchants of the Hansa 
Steelyard in London who were his first patrons. He painted for their Hall, about 1533/5, 
two large allegories in grisaille on a blue ground, executed in tempera on hnen, of the 
‘Triumph of Wealth’ and the ‘Triumph of Poverty’. The two pictures left England in the 
seventeauh century, were last heard of in 1691, and are now known only firom drawings 
and engravings. Other than portraits these were the most important work of a more or 
less permanent character which Holbein painted in England, but no echo can be traced of 
their influence on later British painting. 

The chief portraits of the members of the Steelyard were painted in London in 1532 
and 1533 and are now at Berlin, Windsor, New York, Brunswick, and Vienna. The most 
elaborate is the ‘Georg Gisze’ 1532 (Berlin), and in this and ‘The Ambassadors’ (National 
Gallery), which washis major workin 153 3, itlooks as though he weredehberately trying to 
show oflfhis powers of imitation, perhaps to catch the unsubde appreciation of the Court. 

The first Court official he is known to have painted on this second visit to England was 
‘Robert Cheseman’ 1533 (The Hague). It was perhaps not long afterwards that he 
painted ‘Thomas Cromwell’ (Frick Gallery, New York), and the first of Henry’s Queens 
that he certainly painted was ‘Jane Seymour’ (Vienna; Plate 3), whose portrait probably 
dates soon after her marriage in May 1536. From that time onward he was on the official 
pay-roll of Henry VDI’s Household. 

The portrait of ‘Jane Seymour’ may be taken as the standard for Holbdn’s second 
English style. The figure is no longer seen (as was the ‘Sir Thomas More’) as displacing 
with its bulk a recognizable section of space: it approaches rather to a flat pattern, made 
alive by a bounding and vital outline. Reynolds, speakit^ firom an eighteenth-century 
standpoint, speaks of a kind of defect in the bacls^round of piaures, which ‘have the 
appearance of being inlaid, like Holbein’s portraits which are often on a bright green or 
blue ground’.’ This analysis is very just, but, rather than criticize this effect, we should 
seek to inquire into the reasons for this change of style. It may be due to the specific taste 
of the English Court, to a changing trend in European painting, to the conditions under 
which the painter worked, or to a combination of all three of these causes. 

There is no doubt that Henry Vm never appreciated Holbein’s potential capacity as an 
artist. He probably esteemed him chiefly for being, in the words of the British Ambassador 
at Brussels in 1538, ‘very excellent in making Physiognomies’, and he sort him to foreign 
Courts in 1538 and 1539 on the (to him) immensely important task of painting possible 
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wives for himself. In March 1538 Holbein was at Brussels to paint Christina of Denmark, 
‘Duchess of Milan’ (National Gallery), and in 1539 he was at Duren to paint ‘An^ie of 
Cleves’ (Louvre). In the case of the Duchess of Milan we know from the Ambassador’s 
dispatches that he had only one sitting of three hours, and yet the completed full-length 
picture is one of the most vital and lively portraits ever painted. In this one sitting he may 
be presumed to have made only a drawing - such as exist in the wonderful series of 
portrait drawings at Windsor - and notes of colour: the portrait was later elaborated in 
the studio without further direct access to the sitter. Similar conditions may well have 
prevailed with most of his aristocratic EngHsh sitters, and, in the Windsor collection, 
which perhaps represents more or less what was in Holbein’s studio at the time of his 
death, we have the one Hving element which went to the buildmg up of those elaborate 
pieces of jewellery and dress which some of his later portraits seem to be. This tendency 
to flat pattern, with elaborate dresses and aloof, inscrutable features, persisted in England 
right into the reign of James I, but it is uncertain whether it was imposed on the artist by 
the taste of his patrons or was a convention dictated by his limited access to his sitters. At 
the same time it should be noted that Court portraiture in other European centres was 
developing on similar lines, with a plain backgroiuid and an emphasis on costume and 
silhouettes. The work of Cranach at the Court of Saxony and of Bronzino at Florence 
shows exactly the same tendency, in this respect, as Holbein’s later English portraits, and a 
parallel change of style is found in the work of Hans Eworth after he settled in England 

Holbein’s first portraits of Henry VUl seem to date from 1537, the year in which he 
was comnaissioned to paint in fresco upon the wall of the Privy Chamber in the Palace 
of Whitehall the commemorative group of Henry VHI and Jane Seymour with Henry 
Vn and Elizabeth of York. The date was to be seen on the original, as can be seen in the 
small copy made by van Leemput, in 1667, which is now at Hampton Court. The 
original perished in the Whitehall fire, but, by a miradc, a part of the original cartoon 
survives at Chatsworth (Plate 4). The cartoon represents a slightly different version of 
Henry Vm’s head, which was turned fiJl free in the final work. Everything but the 
architectural detail of this group must have been dictated to Holbein. What went on in 
the Privy Chamber is not known, but it was certainly accessible to visitors: we know 
from vm Mander’s account in 1604 that the image of the King made a somewhat over- 
whelming^ effect, and the whole painting and its pattern is an almost medieval ‘painted 
document’, with the figures centred round a text which was designed to compare Henry 
vm not unfrvourably with his fether and to glorify the House of Tudor. 

The head of the King in the cartoon was used also for the only other rpifain portrait of 
Hairy Vm by Holbein which survives: a small picture on a very different scale (formerly 
Spencer: now Thyssen collection, Lugano) in the style of Clouet’s portraits. This 
form of portrait is rarely to be paralleled in Holbein’s work, but it has a probable com- 
panion in the ‘Jane Seymour’ at The Hague. 

No o^r major works for the King are recorded, but Holbein was engaged, at the 
t^ofhas death, upon a large painting which must certainly have had royal approval - a 
jat^e commei^rating the granting of a charter in 1541 by Henry Vm to the Barbers 
and Surgeons, who wererecombinedinto a single society on this occasion. This is an even 
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more medieval work iti spirit than the Whitehall fresco and the whole pattern of the 
pictjire must have been dictated by Holbein’s patrons. As Womum has remarked, ‘the 
principle of the composition is somewhat Egyptian’, for the King is shovra much larger 
than the assembled Barber-Surgeons, behind whom he is seated. This work was certainly 
left unfinished at Holbein’s death and has suffered so much from fire and repaint that no 
serious estimate of it is possible without a technical examination. It must always, however, 
have lacked any of the Renaissance serenity which Holbein could have given to such a 
scene. The noble miniature in grisaille on vellum at Windsor of ‘Solomon and the Queen 
of Sheba’ (where Solomon is unquestionably modelled on Henry VIII) - which could 
-^ell have been, as has been supposed, a study for a projected wall decoration - shows 
what Holbein’s powers in this kind of composition might have been, if untrammelled by 
medieval-minded patrons. But ihe Barber-Surgeons picture (the only major historical 
picture ever commissioned by one of the Livery Companies of the City of London) was 
no doubt intended as a visible historical document ra&er than as a work of art. With a 
king who had lately dealt so casually with ecclesiastical charters, it was as well to have 
some more remembrancing evidence than the document itself. In later reigns such need 
was no longer apparent and the springs of art patronage in the City dried up. 

All that remains otherwise of Holbein’s work for the English Court is the marvellous 
series of portrait drawings at Windsor (after some of which tradngs or copies seem to 
have been made, and from these later painters of more modest talent produced paintings, 
such as the ‘WiUiam FitzwiUiam, Earl of Southampton’ at Cambridge, which bears the 
date 1 542) ; a small number of portraits of Henry’s Queens; of the young ‘Prince Edward’ 
(c. 1538/9: Washington), and an equally small number of portraits of persons attached 
to the Court. Holbein continued, however, to paint the German merchants of the Steel- 
yard, and his incidental drawings touch and influenced all the arts and crafts of the day, 
lettering, binding, architectural decoration, metalwork, and armour. 

For later English painting the important and vexed question arises of what studio, what 
assistants and pupils, Holbein had in England. Certain later portraits of the King of two 
main types, one represented by versions at Rome (Corsini) and Windsor, the other by 
many versions in English collections of which the best are at Warwick Castle and Casde 
Howard, are plausibly assumed to go back at least to a Holbein drawing. Other con- 
temporary variant ‘copies’ exist (such as the Liverpool ‘Henry VUI’ (Plate 5), the different 
‘Henry Vin’ at Belvoir, and the Wobum ‘Jane Seymour’) of very good quality, which 
cannot, however, be accepted as from Holbein’s own hand. These imply the existence 
of pupils or assistants trained to a high level of craftemanship, and these cannot have 
dispersed at once, on Holbein’s death in 1543, without a trace. 

Holbeins immediate Following 

It is when we look for the independent work (apart from copies) of this presumed group 
of direct assistants that the material seems to be surprisingly scanty. A distinct influence 
from Holbein is traceable in the later work of the two most distinguished painters of the 
next generation (both of them foreigners), Gerlach Flicke and Hans Eworth, who will be 
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treated in due course: and there is a general air of the patterns which Holbein introduced 
in the small number of distin guish ed portraits, by hands which must at present remain 
anonymous, which can be dated from the later 154.0s and throughout the reign of 
Edward VI. But the number of such pictures which show anything like the accomplish- 
ment one would expect from a direct pupil is exceedingly small. An ‘Unknown Lady’ 
(Plate 6b) in the Fitzwilliam collection at Milton Park is one of the best examples; a few 
pictures which pass under Holbein’s name (such as the ‘Edward VI’ in New York) come 
under this heading; a few others can be named® and it is probable that more will turn up 
in the course of time. 

In the National Gallery in London can be seen a good example of each of the two 
types of Holbein follower: the ‘Unknown Man’ of 1545 by John Bettes is the unique 
work of a painter whose technique is in the Holbein tradition, while the portrait of 
‘WiUiam, Lord de la Warr’, of about 1549, is the work of a painter strongly influenced 
in pattern and style of presentation by Holbein, but without a trace of his technical 
elegance. 

Of John Bettes we know only that his signature in French (‘feict par jehan Bettes 
Anglois’), cut from the original, is now pasted on the back of the picture in the Tate 
Gallery, which is dated 1545 : and that he was paid for making certain miniature portraits 
in 1546/7 for Queen Catherine Parr.® The addition of Anglois to the signature might be 
taken to suggest that the picture was painted abroad. Another John Bettes, a pupil of 
Hilliard, is recorded as a miniaturist at the end of the centiury. 

The same character of uniqueness attaches to the Windsor portrait of ‘Princess Eliza- 
beth’ of about 1546 (Plate jb) . This is a work of great refinement of execution in which a 
certain French elegance is conceivably to be detected. Two years earlier her elder sister, 
Mary, had been painted, and in Mary’s Privy Purse Expenses for 1544 appears the entry: 
‘pd. to one John that drue her Grace in a table’ (i.e. pictme). This portrait has not been 
identified with any degree of plausibility, and ‘John’ might be Corvus or Bettes or 
Eworth (for Hans =Jolm), or with equal probability some as yet unidentified painter. 
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CHAPTER 2 


HOLBEIN’S SUCCESSORS AND HANS EWORTH 

With the death of Holbein in 1543 and of Luke Homebaud in 1544 the Household of 
Henry VIII was left without any considerable portrait painter. Until very recently we 
have been in the dark about what followed, but the researches of Dr Ema Auerbach* 
have lately revealed that these painters were succeeded by Guillim Scrots (Scroets), 
who has hitherto hved but a shadowy existence in the history of art as ‘Guillim Stretes*. 
I have no hesitation in accepting Dr Auerbach’s equation of Scrots and Stretes. 

Guillim Scrots (Stretes) 

Scrots, a Netherlander, was appointed peintre en titre to Queen Mary of Hungary, the 
Regent of the Netherlands, in 1537, and must clearly have been trained in the style of 
the official portraiture of the Hapsburg Courts. Probably by 1545, and certainly by 1546, 
he had entered the service of Henry VIII as King’s painter with the annual salary of 
^62 10s, which was much higher than any painter of the Household had received 
before. It is clear that the King was determined to spare no expense in getting the most 
up-to-date painter, with the best European Court pedigree, that money could buy. He 
did not choose carelessly, for, although Scrots was not a painter of high creative or 
imaginative gifts, he knew all the latest ftishions, and a series of portraits appeared at the 
English Court during the next few years which could vie in modernity with those pro- 
duced anywhere in Europe, even by painters of much greater natural distinction. Scrots 
disappears from the scene in the summer of 1553 and it is probable that he left the 
country about the time of the accession of Mary Tudor. 

It would certainly be rash (as well as styUstically inconsequent) to ascribe all the 
portraits ofdistinction produced between 1544 and 1553, which cannot definitely be given 
to other hands, to Scrots. But we may fairly surmise that it was he who gave the impetus 
which produced the remarkable series of full-length portraits which was painted during 
these years, and a certain number of pictures can now be quite plausibly associated with 
his name. Two of the most interesting full-lengths can, however, hardly be by him, the 
‘Sir Thomas Gresham’ dated 1544 at the Mercers’ HaU, and the ‘Yoxmg Man in Red’ at 
Hampton Court. To understand their unusual quahties a short account of the fuU-length 
portrait in Europe is necessary. 

The full-length standing portrait, which was later to become one of the types of 
picture most constantly and most happily exploited by British painters, owes its origin to 
Germany. It first appears there early in the sixteenth century, and characteristic early 
examples are the portraits at Dresden of Duke Henry the Pious of Saxony and his wife, 
which are dated 1514. Its first appearance in Italy is Moretto’s ‘Unknown Man’ of 1526 
in the National Gallery, but it did not become current in Italy until Titian, in 1532, in 
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direct imitation of Seisenegger’s 1532 ‘Charles V’ at Vienna,® painted his own version of 
the Emperor, now at Madrid. In 1533 Holbein, in his double portraits of ‘The Ambas- 
sadors’, at the National Gallery, painted his first experiment in this vein, which he 
followed later with the ‘Duchess of Milan’. It is not imtil the 1540s (e.g. ‘Cristoforo 
Madruzzo’ 1542 in the Stillman collection in New York) that even with Titian the 
standing full-length becomes anything but exceptional, and it is a curious fact that, by 
about the same date, it showed signs of having taken root in England, which was other- 
wise decidedly backward in the arts in relation to the rest of Europe. The Mercers’ Hall 
‘Sir Thomas Gresham’ of 1544 is closer than any other of these portraits in spirit to Hol- 
bein, including the meticulously painted skull at the sitter’s feet, and it can hardly be 
attributed to Scrots. It is possible, however, that it may have been painted abroad, since 
we know that Gresham was often in the Low Countries, where he sat to Moro on at least 
three different occasions. But the same can hardly be said of the ‘Young Man in Red’ at 
Hampton Court (Plate 8), which has superficial affinities with the ‘Lord de k Warr’ at 
the National Gallery and is equally unlike the portraits which are pkusibly identified as 
the work of Scrots. This ‘Young Man in Red’ is not only unique in England, but an- 
ticipates anything else in Eurppe so kr known as being the first standing full-length 
silhouetted against a wide horizon, with a spreading landscape below. It has, however, 
certain affinities with the curious painting in the National Portrait Gallery (No. 1300) in 
which a panorama and a portrait of ‘Edward VI’ can only be seen on looking into a 
cylindrical mirror. This is still dated 1546 and was once inscribed on its original frame (as 
recorded by Vertue, i, 54) ‘Guilhelmus pingebat’. It would be unreasonable not to suppose 
that this was the work of Scrots, since we now know that he was in England in 1 546, and 
it may well be that he was showing off his devemess in this picture to Henry VIII in the 
same sort of way that Holbein may have been when he painted the curious perspective 
distortions in ‘The Ambassadon’. 

Scrots’s fuE stature first appears in a series of full-lenglli portraits, most probably slightly 
posthumous and commemorative works,® of ‘Henry Howard, Earl of Surrey’ ^kte 9), 
who was executed for treason in the winter of 1546/7. Two plain full-lengths are at 
Knole and at Parham; a similar picture with kney comers is at Castle Howard; and 
another, figured under a very ekborate Mannerist arch, is at Arundel. These conform to 
an Italian rather than to a German pattern, and their closest parallel is with the work of 
Moroni, but Moroni’s portraits of this character do not, as at present traced, begin before 
1554. The dreumstantial evidence for their bemg by Scrots is considerable, and his Haps- 
burg training would be sufficient to account for their Italianate air, for we know that Mary 
of Hur^ary particularly adinired the work of Titian. 

Scrots was continued as King’s Painter, with the same high salary, iind^r Edward VI, 
3 iul Dr Au^hach has shown* that there is very good reason to suppose that he was 
responsible for the type of full-la^th portrait of ‘Edward W which was especially used 
for the furtherance of political propaganda abroad A document of 1551 makes it plain 
that Scrots had painted two ‘great tables’ (i.e. full-length portraits) of Edward VI, which 
had been sort to Ambassadors abroad. There exists circumstantial evidaice to 
these great tables with the principal type of full-length -Edward VI’, which is most 
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accessibly represented by the picture at Hampton Court which was acquired from the 
Hamilton Palace sale as by Holbein. Negotiations were on foot in 15 50/1 for a marriage 
between Edward VI and the eldest daughter of France, and a portrait of the young King 
had been sent over by September 1 550 as a present to the French Queen. A French hostage 
in England in 1550, the Vidame de Chartres, had obtained leave ‘to take away the King 
of England’s painter to execute portraits of the King of France and other great personages’ 
m 1551. The two portraits of Edward VI now in France (in the Louvre and at Roanne) 
are both of the same type as the picture at Hampton Court, and another version, often 
mentioned by hearsay in the earher literature, which was at the sale from Southam Dela- 
bere by Sotheby’s ii July 1947, lot 76, has a laudatory inscription in English, Latin, and 
Greek, which suggests that it was made ‘for export’ to any foreign country in which at 
least one of these languages would be understood. From all these circumstances it is 
reasonable to suppose that this pattern of ‘Edward VI’ can be associated with Scrots, and 
Dr Auerbach has shown that the pattern seems connected with the Seisenegger of the 
‘Archduke Ferdinand’ of 1548 at Vienna, so that this deliberate blending of the Holbein 
formula with that in frshion at the Hapsburg Court may be taken to indicate a conscious 
attempt to keep pace with current artistic trends on the Continent. This tendency is in 
marked contrast with what we shall find in the reign of Queen Elizabeth. 

Scrots, however, can hardly be associated with the most distinguished of the portraits 
of ‘Edward VI’ (Plate 7A), the long diree-quarter-length at Windsor, which is also 
perhaps of about 1550. This is of high technical excellence and has an individual flavour 
of its own, with certain affini ties to the Holbeinesque ‘Henry Vlfl’ at Rome. The stance 
of the boy King is certainly based on the Holbein image of his frther in the Whitehall 
fresco, but it is in reverse. This was no doubt insisted upon by the King’s advisers, who 
were concerned to show, in the official portrait, that Henry VIII’s pohcy remained in 
force. But by cutting the figure below the knees, the painter has contrived to give the 
King something of the decent timidity of youth - as becomes apparent if it is compared 
■with certain full-length extensions of the design (as in pictures at Petworth and in pos- 
session of the Osborne frmily, where the King is sho-wn standing before a canopy of 
state), which are of less good quality and have an air of swagger and bravado whidi the 
Windsor picture altogether lacks. The accessories at Windsor-the caryatids and medallion 
in rehef of Marcus Curtius on the column base to right - all indicate a painter in touch 
■with the Mannerist style prevailing in other European Courts. These would all point to 
Scrots if we could reconcile the handling ■with that of the full-length portraits. Uhless the 
latter are all studio productions this ■view would be difficult to accept. 

Gerlach Flicke 

Almost exactly contemporary ■with Scrots was another foreign painter, Gerlach Flicke 
(a name corrupted into ‘GarHcke’ in the Lumley Inventory).* He was a German from 
Osnabruck and can be traced in England from 1547 until his death in London in 1558. 
He signed and dated in 1547 a distinguished portrait of an ‘Unknown Nobleman’ (Plate 
6a) (usually precariously identified wdth the 13th Lord Grey de Wilton) which was 
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bequeathed in 1941 by the Marquess of Lothian to the Edinburgh Gallery. This is wholly 
in the Westphalian style, such as may be met with in the tom Ring workshop, but the 
signed ‘Archbishop Cranmer’, which is hardly later than 1548 (National Portrait Gallery), 
shows rhac Flicke had modified his style in the direction of the Holbeinesque. The only 
other certain work® is a battered little diptych of 1554 with small portraits of himself and 
a fellow prisoner (for he was in gaol) named Strangeways; this seems to lack any dis- 
tinctive style. We know that Fhcke was a Roman Catholic, but the changes of official 
rdfigion in the middle of the sixteenth century seem to have had Htde effect on the 
practice of such painters as we know. 

Foreign Visitors under Queen Mary 

The only tangible figure whose career as an artist we can follow at all closely in the mid 
sixteenth century is Hans Eworth, who worked uninterrupted throughout the reigns of 
Edward VI, Mary, and Elizabeth. Toto remained Serjeant Painter at the beginning of 
Mary’s reign, although he appears to have retired from practice by 1554, when Nicholas 
Lyzarde exerdsed the functions of Serjeant Painter, to which office he was fully ap- 
pointed 10 April 1556. Lyzarde remained in office until his death in 1571 and presented 
a picture of the ‘Story of Ahasuerus’ at New Year 1558 (the drawing for which is per- 
haps in the British Museum as de Heere), but nothing else to the point is known about 
him or about his successor, WiUiam Heme (Heron), who held the post firom 1572 
until 1581. 

During the Marian restoration of the Catholic religion a certain amount of religious 
painting reappears in the churches, but only slight and battered remains have been 
recovered from later whitewash, and there was not time, during these troubled four 
years, for anything like a tradition to be revived or formed. One painter of European 
note, whose work left its impress on the development of Eworth’s style and is therefore 
best considered before him, did pay a flying visit to England about the time of Mary’s 
marriage to Ring Philip of Spain in 1554- Antonio Moro (Anthonis Mor vanDashorst). 
Moro (c. 1517/20 - 76/77) was the leader of the new style of portraiture which prevailed 
in the Hapsburg Courts, a style which was calculated to accord with the increasing 
formality in Court etiquette. Starting from the basis of Titian’s portraits of the Spanish 
kings, he drained out of them aU the warmth and colour and perfected a reticent, 
rather marmoreal type of ‘historical’ portrait - the northern counterpart to the style of 
Bronzino. Before his visit to England he had visited Rome, Madrid, and Lisbon, as well 
as the Spanish Courts in the Netherlands, where he worked mainly, and he is the last 
international painter of high repute to visit England in the sixteenth century, except for 
Zuccaro, whose visit was nearly as short as his own. The only portraits actually known 
to have been executed in London by Moro in 1554 are the signed and dated paintings 
. of ‘Queen Mary’, of which there arc originals at Madrid; Fenway Court, Boston; and 
'in the Marquess of Northampton’s collection (Plate ioa). But a number of English 
portraits exist, probably dating from Mary’s reign, which show a very dose imitation 
of his style, such as the ‘Lord Maltravers’ (d. 1556) at Arundel Castle, and the ‘Edward, 
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Lord Windsor’ on loan £:om the Earl of Plymouth to Cardiff.’ There is no need to 
postulate a later visit of Moro to England in 1568, for the ‘Sir Henry Lee’ of that year 
(National Portrait Gallery) and the later portraits of Gresham may well have been 
painted in the Netherlands. It is sufficient to note that examples of Moro’s work, speci- 
mens of the most ‘advanced’ of current European styles of portraiture, were available 
in England. 

There was certainly nothing in the nature of a stampede of foreign painters of religious 
and subject pictures to come to England at the time of Mary’s revival of the old rehgion, 
but record exists of one painter from Antwerp who did come to London in such hope of 
patronage about 1555 - Comelis van Cleve.® But he went noad about the time of EHza- 
beth’s accession and had to return home in 1560. Nothing certain of his work survives. 


Hans Eworth (Ewouts) 

With Hans Eworth we tread on less uncertain ground, and he is the first painter of 
respectable statiure, working for more than a brief period in England, whose develop- 
ment we can follow step by step with the aid of signed and dated works. His signature 
takes the form HE, but his name is spelt in the documents in a bewildering variety of ways 
-Haward, Eeuwouwts,Eywooddes, Evertz, Evance, Huett, and perhaps Suete, are some 
taken at random. He was bom in Antwerp, matriculated in the Antwerp Guild in 1540, 
and can be traced in London from 1549 (possibly from 1545) until 1574. This span of 
thirty years is covered by upwards of thirty signed and dated works at present known. 
Only the earliest of them, a small panel of a ‘Turk on Horseback’ (Plate iib) against a 
landscape (Earl of Yarborough), dated 1549, is not in any way a portrait, but there is 
record of a ‘Mars and Venus’, which bore his signature, at Gunton Park in the eighteenth 
century; he perhaps made a drawing of ‘David and Saul’ in 1562 (Earl of Ancaster MSS., 
as ‘Haunce the drawer’) ; and he was employed on mythological figures for the Office of 
the Revds 1572/4. 

Eworth was not of a stature to originate a style for himself: he is one of those secondary 
painters, a class especially useful to the historian, who reflect with great versatility the 
changes in the taste of the patrons for whom they work. In his first portraits, of 1550, we 
can see the robust and bourgeois style he learned at Antwerp, where a landscape rich in 
incident or allegory gives information about his sitters. By 1554 he had achieved Court 
patronage and changed to a more sober and reticent style of presentation, and the rival 
manners of Holbein and Moro can be seen at work in him: in (he reign of Elizabeth we 
find him tending sometimes towards the fiimiture-and-costume piece, where pattern 
takes the place of style, and, in one instance, venturing into the alembicated world of 
allegory with which the Queen’s poets surrounded her complex personality. 

The two earliest dated portraits, both of 1550, are in many ways the most interesting 
of Eworth’s works, since they introduce something new into the field of portraiture in 
England. They represent two filibustering toughs, unde and nephew, who were p lanning 
a joint expedition to Morocco in 1550, when the younger. Sir John Luttrdl, died of the 
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sweat. The elder is ‘Captain Thomas Wyndham’ (Earl of Radnor), a bluff personage 
caught in a moment of repose from the batde&eld. A camp and soldiers axe visible in the 
background: he is resting against a tree with his powder flask round his neck, two gun 
barrels behind his head, and his helmet ready to put on. It is almost an ‘action portrait, 
altogether aHen from the aloof and timeless figures we have so frr had to record. The 
companion portrait of ‘Sir John LuttreU’, at Dunster Castle (Plate 12), is no less Uvely 
and even more curious. Allegory is included in the presentation, which is dehberately 
designed to illustrate the verses which are inscribed on the picture: ‘More tha[n] the rock 
amydys the raging seas / The consta[n]t hertno da[n]ger dreddys nor fearys’. Sir John is 
naked and wading, waist-high, in raging seas with a ship broken by storm and lightning 
in the background, the survivors being overwhelmed in little boats. On his wrists are 
bracelets inscribed in Latin: ‘Money did not deter him, / nor danger wreck’ : and he gazes 
up confidently to a vision where a naked figure of Peace in the sky succours him, with 
more remote attendant figures who hold his spear, his armour, his charger, and his money- 
bags. Their exact impo'rt is obscure, but doubtless specific, and there seems an allusion to 
his dual role as warrior and merchant adventurer. These allegorical figures are in the style 
of Jan Massys or Frans Floris and exactly follow the contemporary Antwerp tradition. 
They perhaps give a due to the kind of subject picture which was current in England at 
the time. 

A few years afterwards, about 1553, Eworth painted ‘Mary Tudor’ (Plate iob), for the 
picture in Sir Bruce Ingram’s collection is sturdy Eworth’s unsigned masterpiece rather 
than by another hand. In this he has gone back to Holbein for impiration, especially to the 
earlier Holbdn where the figure is seen in a dearly defined space. The minute and beautiful 
pamting of the jewels and the meticulous, yet soft, modelling of the fiice reveal an almost 
feminine talent working in Holbein’s robust idiom. In 1554 (the year of Moro’s visit) he 
painted the Quern again (Sodety of Antiquaries, London), in a more iconic frshion 
a^inst: a plain curtain; and the echo of Holbein is at once strong and confused in the ‘Lady 
Dacre’ (Plate iia) of about 1555 at Ottawa. A Holbeinesque portrait of her deceased 
husband hangs on a curtain behind and the robxist figure seems to be aiming at the solid 
and fiill presentation of Holbein’s earlier style. Yet for all the wealth 5f accessories in the 
room the background gives the effect of a flat arabesque. By 1559, in the double portrait of 
the ‘Duchess ofSuflblk and Adrian Stoke* (ColondWynne-Finch) each ofthe two figures 
is conceived in the style of Moro, but with a richer feeling for arabesque and an antidpa- 
tion ofthe l^lizabethan costume-piece, while the bad^round is a plain glossy black with 
the ^te and the ages of the sitters inscribed across it in gold as in Holbein’s latest works. 
"What seqns to have been the traditional early Tudor Court style has been effectively 
superimpc^efl upon the more robmt and bourgeois style of Eworfh’s ftarliftr period. 

.In the companion portraits of 1562 of ‘Thomas, Duke of Norfolk’ (Lord Rothschild) 
andnffbe-^Duchess of Norfolk’ ^ford Braybrooke, Audley End) Ewonh had graduated 
towards djc new ‘costume-piece’ style which was to be characteristic of Elizabethan art. 
’] 9 » t^- jArtutes are concdved as forming a single unit, each set before One-half of a con- 
tinuous armorial tapestry. The likenesses are distinguished, but the figure is not otherwise 
ofptep^g importance, and the charm of the pictures lies in the generally flat effect of 
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all-over pattern. The background of E worth’s later works is more often plain, but a flat 
arabesque is usually the main element in their effect. 

Two works, however, of particular interest fell outside this category. The ‘Henry, Lord 
Damley and his Brother’ (Plate 13) of 1563 at Windsor has full-length figures, but 
measures only 25 inches high, so that the spirit of the picture is that of a large miniature 
or li mnin g - and the mini ature, as will appear, was to be at the head of painting fashions 
in the latter years of Elizabeth’s reign. Since the recent cleaning of the hfe-size version of 
this picture at Holyroodhouse, which is dated 1562 but is unsigned, we can see that the 
Windsor picture is only a copy of the latter, and the Holyrood picture, which is in a 
‘waterwerf ’ technique on fine Hnen (as Holbein’s original of the More femily group is 
reported to have been) , is not altogether convincing as the work of Eworth. It is by a hand 
no less distinguished, however, and suggests the surprises which may yet be in store when 
Tudor portraiture is studied in earnest. Another very able painter was also using the large 
miniature scale in the 1560s, as the two Kirkby portraits (Nos 107 and iii in the R.A. 
Winter Exhibition of 1950/ 1) reveal, and it may prove that this scale was popular with 
the country gentry, while the larger scale was normal for the Court. 

Eworth’s final® style is fully Elizabethan in spirit and is revealed in the ‘Queen Elizabeth 
confounding Juno, Minerva and Venus’ (Plate 14) of 1569 at Hampton Court, an elegant 
piece of flattery to the Queen, no doubt on a programme laid down by a Hterary patron. 
It is a Judgement of Paris in modem dress, with Elizabeth as Paris, who surprises the God- 
desses by awarding the apple to herself. Variations on the same theme occur in hterature, 
but later than 1569. The figure style of the Goddesses, which is much inferior in refine- 
ment to that of the portraits of the Queen and her two ladies-in-waiting, remains identical 
with that in the allegorical portion of the ‘Sir John Luttrell’ of 1550 (Plate 12). Mytho- 
logical compositions in the same style are not uncommon and, unless signed, are ascribed 
to unknown Flemish Mannerists. It may well be, however, that such compositions, 
painted in England in the sixteenth century, are at present unrecognized rather than non- 
existent. A certain example is the ‘Ulysses and Penelope’ at Hardwick Hall dated 1570, 
which is already recorded in the house in an Inventory of 1601. Such a picture might even 
be by Eworth himself. 


notes to chapter 2 


1. Ema Auerbach, Burl. Mag., xan (Feb. 1951), 
46 £ 

2. G. Gliick, ‘Original und Kopie’ in Festschrift 
fur Julius Schhsser (1927), 224 ff. 

3. I have given the evidence at length in the 
Catalogue of the RA. Winter Exhibition, 1950/51, 
under No. 51. 

4. Ema Auerbach, Burl. Mt^., xa (Aug. 1949), 
221-2. 


5. The Lumley Inventory of 1590, best published 
by Sir Lionel Cust in Walpole Society, vi (1917/18), 
15 £, is the most important artisac document of the 
sixteenth century. Apart &om furniture (much of 
-which is illustrated in gay drawii^), it gives a list 
of portraits which made up the greatest of F.nglisb 
sixteenth-century portrait collections, considerably 
richer titan that of £e Cro-wn. It preserves the names 
of a number of painters who were fint identified by 
tiiis means, and belongs to die Earl of Scarbrough. 
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6. Reproduced in The Connoisseur, xtv, 163-4. A 
few unsigned portraits can reasonably be associated 
with Fliiie, but the fourth ‘signed’ work which ap- 
pears in the books is impossible to accept, although 
the attribution can be traced back to an Inventory of 
the 1720S. It is a Clouet school portrait of the ‘Due de 
Nemours’ belonging to the estate of the late Marquess 
of Lothian, on to which an ingenious hand, probably 
of the early eighteenth century, has painted ‘G. 
Fliccus’. Its divergent style has led to several mgem- 
ous hypotheses. 

7. This may well be by Moro himself. As Lord 
Windsor was a Roman Cathohe and lived latterly 
much abroad, it need not have been painted in Eng- 
land. 

8. Known to earlier hterature as ‘Sotto Cleve’, he 


was the son of the better-known Joos van Cleve and 
was bom in 1520 and died 1 567. The venerable tradi- 
tion that he was a portrait painter has been exploded 
by L. Burchard in Melanges Hulin de Loo (^1931), 
53 ff. 

9. Pictures later than 1 569 by Eworth are rare and 
uncertain: there are unimportant portraits of un- 
known ladies of 15 71 (at Chequers Court) and 1573 
(Hon. Michael Astor), but the full-length ‘Lady 
Sidney’ at Petworth, alleged to be dated 1573, shows 
an earlier style of costume, and the two portraits of 
1578 at Long Melford have nothing whatever to do 
with Eworth, although they appear in all the official 
catalogues of his work. 

10. The hterary references are given by F. A. 
Yates m Warburg Journal, x (1947), 60 ff. 
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CHAPTER 3 

PAINTING IN THE ELIZABETHAN AND 
JACOBEAN AGE 


Painting in the Reign of Queen Elizabeth 

The career of Hans Eworth penetrates some twenty years into the reign of Elizabeth, 
which is that period of painting in Britain to which least serious study has been devoted. 
There is no lack of portraits, even of dated portraits, but the general level of work is of 
an even mediocrity, executed in the main, it would seem, by small fectories rather than 
by painters with a personal style of their own. The records of Elizabeth’s reign, more 
numerous than those of Henry VIII’s, have been published much less fully: the painted 
portrait on the scale of life seems to have been less esteemed than earlier in the century, 
and there was no attempt to keep abreast of current trends in European style. Many of the 
new nobility of the age, which set high store by sculptured tombs (such families, for 
instance, as the Spencers and the Heneages, whose tombs are among the most memorable 
of the period), have left no painted portraits in this century, and it is not until about i6i8 
that a change comes over the portrait taste of the nobility. 

For it must be noted that, however momentous historically may have been the change 
ftom the dynasty of the Tudors to the Stuarts, with the union of the Crowns of England 
and Scotland, there is no change in pictorial style until towards the close of the reign of 
James I, when the precocious taste of Charles, Prince of Wales, began to make itself felt. 
As in architecture, therefore, we can fairly speak of a ‘Jacobethan’ style in portraiture, 
and the stuxhos which were flourishing in the later years of Queen Elizabeth’s reign con- 
tinue unchanged under James I. It is thus convenient and appropriate to consider these 
groups of portraits, which centre round the Gheeraerts and de Crits studios, under the 
title of ‘Jacobethan portraiture’. 

Another point is fundamental to a consideration of Elizabethan painting, which is that, 
as at no time later, the art of miniature (called ‘limning’ at this time) ftir surpasses in 
quality and contemporary esteem all other forms of painting. Alone of painters in Eliza- 
beth’s reign, Hilliard and his rival, Isaac Oliver, are worthy to be named as contributors 
to the age of Shakespeare. It was these miniaturists whose practice and aesthetic were valid 
for this age, and the historian of painting in Britain must accord them a degree of attention 
which the art of the miniaturist does not require in later centuries. Whether Hilliar d and 
Oliver also practised painting on the scale of life is not at present known for certain. There 
is not any established connexion between Elizabethan painting on the scale of life and 
Elizabethan miniatures. 
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Painters* Nantes under Elizabeth 

As the result of a misunderstanding of venerable antiquity most Elizabethan portraits 
which to-day bear any label at all are ascribed to Federico Zuccaro (Zucchero). There 
is no jxjstification for this, as will be seen when we come to consider Zuccaro among the 
occasional foreign visitors to England. One native painter alone, George Gower, deserves 
separate attention, and is be ginning to take on tangible contours, but the names of a con- 
siderable number more are known from two main contemporary sources - the Lumley 
Inventory of 1590, already mentioned, and Francis Meres’ JVit’s Commonwealth, part ii, 
1 598.* Among tiiese disembodied names we may select those around which there is some 
chance that patient research may be able to assemble groups of works: for one or two of 
them a beginning has already been made. 

The Turkey Inventory of 1 590, which has served to enable the reconstruction of Flicke 
and Eworth, mentions also ‘the femous paynter Steven’, Seigar, and Hubbert. Of these, 
‘Steven’ alone is a tangible personality at present, and he has been satisfactorily identified 
with Steven van der Meulen, who matriculated into the Antwerp Guild in 1552, was 
li ving in England in 1560, and was naturahzed here in 1562. Two of the portraits men- 
tioned in the Inventory, the ‘John, Lord Lumley’ 1563, and its companion of ‘Lady 
Lumley’, remain in the possession of the Earl of Scarbrough and are at Lumley Castle to- 
day. There is also a high degree of probability that van der Meulen is the ‘Master Stafian’ 
who went to Sweden in 1561 and painted Eric XIV at the time of the negotiations for a 
marriage between King Eric and Queen Elizabeth, and a full-length of Eric XIV at 
Gripsholm has been plausibly identified with tJiis portrait.® In the Lumley portraits, van 
der Meulen appears as a rather less forceful echo of the style of Eworth. 

Of ‘Seigar’ probably the name should be Segar and the painter was connected with, or 
identical with. Sir William Segar, Garter King-at-Arms, or his brother Francis) nothing 
certain is known, but his portraits are praised in a contemporary poem. Hubbert reappears 
(as Hubbard) in Lord Northumberland’s accoimts for 1585/6 (Syon MSS.) as receiving 
the very large sum of seventeen pounds, in two payments, for a portrait of ‘Madam 
Dundragoe’. One furtiier name, of those listed by Meres, is worth mentioning since that 
too can be connected with a payment: Amolde. In 1 565/6 ‘Arnold’ received a payment of 
^4. 6s lod for a portrait of Sir Henry Sydney (Poishurst MSS.), and, in 1572/3, in the 
accounts of the Office of the Revels, John Amolde, the Keeper of the Vestures, made a 
payment of tm shillings to ‘Amolde the Paynter’ for ‘the picture of Andromedas’. 

Meres mentions also a painter ‘Lodde’, and the name of Locky (Lockey), with the 
dnistian names of Richard, Rowland, or Nicholas, reappears variously in the literature 
and as a signature on the NostcU Priory version of Holbem’s More frmily group (with 
the date 1530) and on a portrait of Bishop King engraved by de Passe (about 1620). We 
are at present completely in the dark about the painter or painters of that namft, Another 
of Meres’s names, ‘Hieronuno’, can, however, be frirly confidently equated with Hiero- 
nimus Custodis, an Antwerp painter, by whom three signed portraits are known, 
bearii^ the date 1589 - a rather feeble ‘Sir John Parker’ (Hamptort Court), ‘Giles Lord 
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Chandos’ (Wobum - a larger, imsigned version was formerly at Nunebam), and ‘Lady 
Elizabeth Bruges’ (Wobum). This last is both tender and deHcate and reveals Custodis as 
one of the most attractive painters of this class. His ■widow remarried in London in 1593 . 


George Gower 

With George Gower^ we come at last to a native English painter, somewhat mexpectedly 
a man of gentle birth, who seems, from at least 1573 until his death in 1596, to have been 
at the top of his profession of portrait painter. He was grandson of Sir John Gower of 
Stettenham (Yorks.) and may conceivably have been the George Gower who became a 
Freeman at York 1555/6, "with the profession of ‘merchant’. Our certain knowledge of 
his personaUty (and of the social and economic background of a painter of this age) 
derives from his ‘Sel^ortrait’ (Milton Park; Plate 15A) dated 1579. In the background 
is a pair of scales, in one of which the painter’s coat of arms is outweighed by a pair 
of dividers, the instrument of the painter’s craft. The implication that even a gentle- 
man might turn for his living to painting is further emphasized by some crabbed verses. 
Their gist, in modem English, seems to be that, though youthful indiscretions had enticed 
Gower alike from the practice of arms and ‘virtue’ (? = virth), he thanks God for the gift 
of being able to paint, a gift which he long neglected. But now ‘Skill revives -with gain’ 
and he is enabled to lead a restful life by practising ■with the pencil, which he supposes is 
all for the best! Two other portraits, of ‘Sir Thomas Kytson’ and ‘Lady Kytson’ (Lately 
bought by the Tate), both dated 1573, can be securely identified as by Gower from 
accounts. Round these three works, which are not widiout a decided individuality in 
style and are distinct from the Eworth tradition, another group of Elizabethan portraits 
should one day fall into place. One can confidendy accept Mr J. W. Goodison’s attribu- 
tion of two other portraits of 1573 in Lord Middleton’s collection.* What still, however, 
remains tmcertain is which of the portraits of ‘Queen Elizabeth’ are to be attributed to 
Gower, for he seems at one time to have been in a frir way to have a monopoly of official 
portraits of the Queen, apart from miniatures. He was appointed Seqeant Painter 5 July 
1581 for hfe, and a draft patent exists of 1583/4, which would have granted him the sole 
right of making portraits and prints of the Queen, "with a similar right to be granted to 
Hilliar d for miniatures. This patent was never executed and the draft may have been an 
enterprising scheme on the part of Gower and Hilliard to get a monopoly for themselves, 
but it presumably impUes that Gower had already painted the Queen and that the portrait 
had been approved. 


Portraits of Queen Elizabeth 

Unfortunately research into the exceptionally difficult subject of the portraits of Queen 
Elizabeth is not suffidendy advanced for us to make a legitimate guess about which of 
them may be by Gower. But the subjert of the Queen’s portraits is so central to any under- 
standing of late sixteenth-century Enghsh portraiture that the present state of knowledge 
must be summarized.^ 
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The subject must be approached both from a historical and from an aesthetic angle. 
Historically the position seems to be that the Queen, for some years after her accession, 
was unwilling to sit to a painter, in spite of the demand which existed for her portrait. 
There exists a draft proclamation of 1563 in William Cecil’s handwriting to prohibit the 
Tnalcing of unauthorized likenesses until the Queen should sit officially to ‘some coning 
person mete therefor’, but EUzabeth is not known to have approved this proclamation, 
and one cannot point with certainty to a portrait of her as Queen earlier than the allegori- 
cal group of 1569 by Hans Eworth. The HUliard miniature at Welbeck (and its variant in 
oils on a large scale at Warwick Castle) is generally dated from the later 1560s, but there is 
no specific evidence for this. Both are more or less medieval in iconographic pattern and 
seem to derive in type from the miniatures in the opening initials of the Plea Rolls:* these 
have no successors. It is not xmtil 1572 that a dated Hilliard portrait of the Queen is known 
- the miniature in the National Portrait Gallery - and it is not until 1573 that any sub- 
stantial payment to Hilliard is recorded, so that it may be accepted as probable that it was 
about 1572/3 that Hilliard was appointed limn er and goldsmith to the Queen. It is also 
from this same period, the middle of the 1 570s, that the large portraits of the Queen begin 
to date - the one holding a rose in the National Portrait Gallery (190) ; the closely related 
picture with the Pehcan Jewel (coll. E. Peter Jones, destined for Liverpool); and the 
finest of aU, the ‘Cobham’ portrait (Plate i6a) in the National Portrait Gallery (2082). 
The impulse behind this series seems to have been the close contact during the 1 570s with 
the French Court and the French marriage project. Their ‘aesthetic’ is that of the miniatures 
of Hilliard, which will be discussed later. Also, perhaps, before 1580 is the portrait of the 
Queen holding a colander (symbol of maidenhood), of which the prototype is at Siena. 
All these show a certain preoccupation with frdal likeness and the idea of the ‘ctdt image’ 
has not altogether ousted the idea of portraiture, but, in the Siena picture, the mysterious 
conceits in Italian show a tendency to translate the portrait into the strange world of 
Emblem hterature.’ The portrait with an ermine at Hatfield probably also belongs to the 
1580s, but before the Armada; and it is probably only after the defeat of the Spanish 
Armada in 1588 that the more legendary portraits of the Queen begin. By that time the 
Queen’s features were certainly showing signs of age and she wore a wig of a colour 
unknown to nature. As her portraits of this time were distributed with politic discrimina- 
tion and were intended as pledges of loyalty and as symbols of state and power, some sort 
of cult image was required. It is from these years that date the pictures which Walpole 
sufficiently describes as showing ‘a head of hair loaded with crowns and powdered with 
diamonds, a vast ruff, a vaster farthingale, and a biishel of pearls’, and of which Sir Henry 
Hake has written:® ‘The origin and growth of the legend of Elizabeth is written in the 
succession of her portraits which become more frntastic and magnificent as her reign and 
legend advance.’ 

The portrait most obvioudy connected with the defeat of the Spanish Armada is that 
at Shardeloes (of whidi there is a second version at Woburn) with the Armada in the 
badsground. This may probably be dated soon after 1588. For the early 1590s there is 
anotha: reasonably established (kte in the portrait from Ditchley (Plate 18), bequeathed 
by the late Viscount Dillon to the National Portrait Gallery, which is traditionally re- 
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ported to have been a gift to commemorate a visit of the Queen to Ditchley in 1592. The 
hieratic quality of this image is extremely striking. It looms against a stormy sky like some 
protecting and avenging deity, and stands upon - or rises out of- a tapestry map of Eng- 
land, with the Queen’s foot resting exactly upon the spot where Ditchley lies. Another 
image of the same class is the fuU-length portrait at Hardwick, in which the naturahstic 
animals on the embroidered dress are strangely at variance with the mask-hke &ce. 

Something of the aesthetic of these portraits will have become apparent from this 
historical account of them. The common principles by which the historian of painting is 
accustomed to judge Western portraiture of the Renaissance do not apply. Likeness of 
feature and an interest in form and volume have been abandoned in favour of an effect of 
splendid majesty obtained by decorative pattern, and the forms have been flattened 
accordingly. The Queen’s astonishing wardrobe and the politic skill with which she used 
it alone made this anachronism in Elizabethan portraiture possible. James I inherited the 
wardrobe as well as the style, but the Elizabethan legend, which gave vitality to both, was 
incommunicable, and it is not surprising that it took some fifteen years for a new tradition 
to begin to develop. 


Nicholas Hilliard 

The painters of Queen Elizabeth’s surviving portraits on a large scale were not artists of 
technical or intellectual gifts. These were reserved for the Queen’s hmner and goldsmith, 
Nicholas Hilliard, a native of Exeter, bom about 1547, who died in 1619 at the age of 
seventy-two. He is now known to have painted ‘in greate* also, but nothing has been 
identified with certainty. Painters in miniature are normally a byway which the historian 
need hardly consider in the general account of a school of painting. But Hilliard is the 
central artistic figure of the EHzabethan age, the only English painter whose work reflects, 
in its delicate microcosm, the world of Shakespeare’s earlier plays. It is an Italianate world,® 
whose presuppositions about art, the theory of art, and the artist’s title to distinction are 
derived from Lomazzo and Alberti and from Baldassare Castiglione’s idea of the ‘Gentle- 
man’. Hilliard’s art has also close formal connexions with the art of the French Court, 
which Hilliard is known to have visited in 1577/8. It is supreme in its orchestration of the 
non-representational and purely decorative elements in the Elizabethan style, as may be 
seen by comparing what is perhaps Hilliard’s masterpiece, the ‘George Clifford, Earl of 
Cumberland’ (National Maritime Museum, Greenwich; Plate 19), with its almost exact 
contemporary, the Ditchley ‘Queen Elizabeth’ ^late 18). Hilliard’s work is most nearly 
paralleled by some of the finest ofPersian miniatures, but Hilliard has an additional quality 
whichisnoless surprising than his virtuosity in arabesque-aprodigious gift of psychology. 
This he could not exercise in his miniatures of the Queen, but in his Arte of Limning,^° 
written about 1600, he gives some account of his aims and practice which explains what 
Mr Pope-Hennessy has finely called the ‘tantalizing intimacy’ of the best of his miniatures 
of private persons. Hilliard describes^* how the ‘curious drawer’ must watch and, as it 
were, catch ‘these lovely graces, witty smilings, and these stolen glances which suddenly, 
like lightning,, pass and another countenance taketh place’; how he must note ‘how the 
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eye changeth and narroweth, holding the sight just between the lids as a centre, how the 
mouth a little extendeth both ends of the line upwards, the cheeks raise themselves to the 
eyewards, the nostrils play and are more open, the veins in the temple appear more and 
colour by degrees iucreaseth, the neck commonly erecteth itself, the eyebrows make the 
straighter arches, and the forehead casteth itself into a plain as it were for peace and love 
to walk upon’. Such are the refinements at which Hilliard’s art was aiming, and which it 
achieved at its best. The painters on a larger scale, all inferior artisans, were aping an art 
whose springs they did not understand, and this perhaps explains the unsatisfiictory 
diaracter of most Elizabethan portraiture. With the death of Queen Elizabeth the under- 
standing of these subtleties died too and the more prosy reign of James I saw the rise to 
popularity of the miniature style of Hilliard’s younger rival, Isaac Oliver, whose aims 
were a realistic likeness attained by the use of shadow. Of the portrait painters in large, 
only Gower may have had some understanding of Hilliard’s style: their names are joined 
in the draft patent of 1584 and the legend on Gower’s ‘Selfportrait’ (Plate 15A), already 
quoted, suggests a similar preoccupation with Hilliard’s about the social status of the 
artist. The more popular Flemings were craftsmen and did not aspire to be anything else. 


Visiting Foreign Painters 

None of the few foreign painters who worked in England for a year or so was important 
for the development of painting in Britain, but mention should be made of Lucas de 
Heere, Comelis Ketel, and Federico Zuccaro. De Heere and Zuccaro are chiefly of interest 
owing to the reckless play which has been made with their names by those anxious to 
find an attribution for Elizabethan portraits. 

Lucas de Heere (1534-84) was a distinguished painter from Ghent, mainly of subject 
pieces and historical decorations. He was a pupil of Frans Floris and his style (which cannot 
be controlled from surviving examples) was probably mtmh the same as that of Hans 
Eworth. He also worked at Fontainebleau on designs for tapestries, and it is this con- 
nexion with the French Mannerist school which makes his presence in England (as a 
wictim of the Duke of Alva’s proscriptions) of possible significance. He was here from 
1568 to 1577, but no surviving painting can be associated with his name.’® He was, how- 
ever, perhaps the teacher of the most prolific portrait painters of the next generation. 

Comelis Ketd (1548-1616) was a native of Gouda and, like de Heere, also worked (in 
1566) at Fontainebleau. He was in England from 1573 until about 1581, in which year he 
had finally settled in Amsterdam. He was both a portrait and a history pamter, and, like 
, Holbdn before him, found his first clients in the German merchants of the Hansa Steel- 
yard. A young English merchant, whose name van Mander gives as Pieter Hachten (pos- 
sibly a Hatton and a kinsman of the future Lord Chancellor), bought from him an 
allegorical pkture, with figures larger than the scale of life, of ‘Force overcome by 
Wisdom and Prudaice’, of which he made a present to Sir Christopher Hatton. This 
introduced Ketd to Court drdes and he is reported to have paiated a portrait of Queen 
Elizabeth in 1578 for the Earl ofHertford.’® Haifa dozen signed portraits withdates from 
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his F.nglish period have so fer been traced, and it will be seen from the ‘Unknown 
Youth of sixteen’ of 1576 (Hon. Clive Pearson, Parham; Plate 15B) that there is little to 
disting uish his Style at this ^te from the later work of Eworth. Unfortunately his most 
ambitious portrait of these years, the ‘Sir Martin Frobisher’ 1577 (Bodleian Library, 
Oxford), is too ruined to provide a sure criterion of his style. 

With Federico Zuccaro (c. 1543-1609) we reach a name of far greater contemporary 
distinction. On Titian’s death in 1576 (soon after Zuccaro’s visit to Finland) Federico 
Zuccaro was probably the most internationally famous of Italian painters, and he is 
certainly one of the central figures of the Roman Mannerist school which exercised such 
a profound influence on the style of painting in the Mediterranean world. It might seem 
as if another Holbein had come to England, and, had he really stayed here the four years 
which have been alleged from the time of de Piles up to the present century, it is quite 
possible that the current of British painting might have flowed more in consonance with 
the main stream of European style, hi fret, however, he arrived in England late in 1574 
and he was back in Italy by the autumn of 1575.*® All that he is recorded with any 
certainty to have painted in England are full-length portraits of Queen Elizabeth and 
the Earl of Leicester:*® aU that survives is the pair of drawings for these in the British 
Museum ‘7 (Queen Elizabeth; Plate 20b). His name, taken in vain, is to be found on the 
labels in most of the great houses of England. 


The Development of Series of ‘Historical Portraits' 

We have seen how portraiture seems to begin with series of portraits of kings, some of 
them perhaps imaginary. By the close of the century other series, of lesser personages, had 
begun to come into being, and it will be convenient to deal once for all, at the birth of the 
type, with that recurrent phenomenon in British collections, the imaginary historical 
portrait, examples of which, mistaken by later ages for works contemporary with the 
sitter, have periodically been introduced to confound the history of art. First after kings, 
perhaps, came series of portraits of religious reformers (aU more or less contemporary) 
and an interesting correspondence has been published,*® giving an account of how one 
Christopher Hales, as early as 1550, was seeking to collect portraits of the Zurich re- 
formers for the adornment of his library. But the crucial example of a series of largdy 
imaginary portraits is that of the Constables of Queenborough Castle which Sir Edward 
Hoby had painted in 1593 for the Hall of the Castle of which he was then Constable. 
These began with Edward ‘IH’ (Queen’s College, Oxford) and ‘John of Gaunt’ (now at 
Badminton) and continued up to Sir Edward himself. They all centred round a portrait 
of Queen Elizabeth, and the whole scheme was explained in some appropriate (but 
obscure) lines in Latin, followed by the date 1593.*® This series was already dispersed by 
1629, but most of them passed through the sale of Sir John Tufton in 1686 and sixteen 
were, in Vertue’s time, at Penshurst, where two remain. On the portrait of ‘Thomas 
Fitzalan, Archbishop of Canterbury’ (one of the two remaining at Penshurst), Vertue 
read correctly a monogram which appears to be LCP (or a combination of these letters). 
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which he surmised, iu the privacy of his notebook, to be the signature of Lucas Comelisz 
de Kock, a painter otherwise unknown who is stated by van Mander to have come to 
P.ngland in the early years of the sixteenth century. Hence examples of this series of 
portraits, now widely scattered, have periodically been dated a century too early. 

In this last decade of the sixteenth century, which saw the creation of the imaginary 
portraits of the Constables of Queenborough Castle, another kind of imaginary portrait 
dso begins to come in — the College Founder’s portrait. At Oxford these were the creation 
ofaDutch painter, Sampson Strong, alias Starkey {c. 1550-1611), whose abundant activity 
can be traced at Oxford from 1589 until his death.*® He is found working also at Christ’s 
Hospital, Abingdon, where there is a portrait, almost certainly from his hand,** of a 
benefrctor who died in 1424, which is a work of pure invention. A parallel group of 
portraits exists at Peterhouse, Cambridge. 

The Flemish Studios of the Jacobethan Period 

Towards the close of the 1 540s the full-length portrait seems to have frllen out of favour, 
and it is not impossible that it was restored to frvour by the two full-lengths of the Queen 
and Leicester painted by Zuccaro in 1575. Of the very few such pictures before that date, 
such as the ‘Unknown Man’ 1571 at Petworth, and the two Eworth portraits (also at 
Petworth) of ‘Sic Henry Sydney’ and ‘Lady Sydney’ of 1 573 (?), both the pattern and the 
style are still Holbeinesque. After 1575 a change in style takes place and full-length 
portraits become more frequent, at first of great persons, such as ‘Sir Christopher Hatton’ 
(Earl of Winchilsea) and the Earl of Leicester. The Ketel of ‘Frobisher’ 1577 is one of the 
first of the series, and, by about 1590, the full-length ‘costume piece’, with a single figure 
or, on occasions, frmily groups, had become the most typical and characteristic form of 
English portrait. From 1590 to about 1625 a great ntimber of these costume pieces were 
executed. There are splendid series of them at Woburn, Penshurst, and Welbeck, and a 
number of dispersed examples come from Wroxton and Ditchley. Most of them to-day 
are covered with dust and grime and give a frlse effect of what they were meant to look 
like. But when they can be seen cleaned - as can the dozen at Redlynch (Margaret, 
Countess of Suffolk) - they glow with the enamelled brilliance of a for mal parterre. There 
is nothing hke them in contemporary European painting, and, although they should be 
classified perhaps with the decorative rather than with the plastic arts, their qualities 
deserve respect. It is customary, but probably incorrect, to associate most of these with 
the name of Marcus Gheeraerts. 

They seem, in fret, to be the product of several closely associated workshops of Flemish 
painters who were interconnected by marriage. The two main dynasties are the fami1if»« of 
De Critz** and Gheeraerts,** and connected with these are Robert Peake and the miniature 
painter, Isaac Oliver. 

A goldsmith of Antwerp named Troilus de Critz settled with his frmily in 
where he became a denizen in 1552. Of his children, John (bom probably before 1552; 
died 1 642) became a pupU ofLucas de Heere (1571), was a painter on his own and travelled 
in France as a prot6g6 of Walsingham in 1582: by 1598 he was one of ihe best-known 
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painters in England and he stepped into the office of Segeant Painter (at first j’oindy with 
Leonard Fryer, who had succeeded Gower in 1 596) almost immediately after the accession 
of James I in 1603. He still held that office at the time of his death in 1642. In 1610 Robert 
Peake was associated with him in the office of Serj'eant Painter. The eldest of this John de 
Critz’s sisters, Susanna, married in 1571 the elder Marcus Gheeraerts, a historical and 
decorative painter and engraver from Bruges, who was a refugee in England from 1568 
to 1577: a younger sister, Magdalen de Critz, married in 1590 her elder sister’s stepson, 
the younger Marcus Gheeraerts (1561/2-1635/6). One of the daughters of Susanna de 
Critz and the elder Gheeraerts, Sara, became in 1602 the second "wife of Isaac OHver. It 
may well not be far from the truth if we suppose that the four painters, John de Critz, the 
younger Gheeraerts, Peake, and Oliver, were the leading figures in a small frctory or 
frctories which produced the costume pieces of this age. The few paintings which can be 
firmly associated with one or other of these names do not enable us, by styHstic analysis, to 
separate out the various hands. 

The crucial document for John de Critz is a bill of 1607 for various portraits painted 
for the Earl of Salisbury. They include a portrait ofjames I and several of the Earl himself: 
one of the latter was for the Ambassador at Venice, who was Sir Henry Wotton. In a 
letter of 22 June i6o9^to Lord Cranbome Wotton explains how he has had a mosaic made 
from this de Critz portrait in Venice, and the mosaic, which is still at Hatfield, serves to 
identify the de Critz type of portrait of the first ‘Earl of Salisbury’. It may be provisionally 
suggested that most of the early portraits ofjames I and Anne of Denmark issued from 
the de Critz workshop, and there is a payment for such pictures in 1606 which were sent 
to the Archduke of Austria. An accessible example is the ‘James T dated 1610 at Greenwich 
(Plate 2 Ia), which differs only in small particulars from the one dated 1606 which was 
formerly at Nuneham Courtenay. 

It is probable that the elder Marcus Gheeraerts was never a portrait painter. If he did 
paint portraits his name can only be associated with a small panel (18x15 in.), ina dainty, 
almost miniature technique of ‘Queen Elizabeth’ (Welbeck; Plate 20a) on which the 
signature ‘M. G. F.’ was discovered during cleaning c. 1890. But if, as seems probable, this 
is a painting of c. 1590, it is more likely that it represents the early style of the younger 
Gheeraerts. Vertue*® records a letter at Penshurst in which the name of ‘Gerrats’ was 
associated with a portrait group which can be identified -with the ‘Barbara, Lady Sydney 
and six children’ (Plate 17), correctly (but by a later hand) dated 1596, at Penshurst. In 
1611 he is styled ‘his Majestie’s paynter’ and there are payments in 1611, 1613, and 1618 
for various portraits of the royal femily. The ruined ‘Camden’ of c. 1620 (Bodleian, 
Oxford) has a signature and there are two full-lengths of 1625 of ‘Sir William Russell’ and 
‘Lady Russell’ at Woburn, one with a signature. These hardly agree in handling with the 
dainty little bust of ‘Lucy, Countess of Huntingdon’*® (late Sir George Leon, Bart), which 
is audiaitically signed and bears the date 1623. In short, the personality of Gheeraerts 
remains an enigma. 

Unlike the others of this group, Robert Peake was, so frr as is known, an Englishman 
and he was not involved in the fiunily interconnections of de Critz and Gheeraerts. But 
his training must have been on the same lines, and it would be plausible to suppose that 
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they all first learned the art together under de Heere. Peake fint appears in the accounts 
of the Office of the Revels, in which, firom 1576 to 1579, he is paid as one of the minor 
painten working for William Lyzarde. By 1 598^’ he is in good employment as a portrait 
painter and is described as painter to Prince Henry in 1609. In 1610 he was joined with 
John de Critz in the office of Serjeant Painter: perhaps de Critz did the portraits of the 
Ring and Peake those of the Princes (the payments known suggest something of the sort). 
At any rate, a full-length portrait of ‘Prince Charles’ (Plate 2 ib) , for which Peake received 
payment in 1613, in the Cambridge University Library, is one certain work. A group of 
four portraits of the de Ligne femily,*® all dated 1616, appeared to me to be certainly by 
the same hand, and a rather damaged portrait called ‘Lady Arimdel’*® bears the date 1622 
and a monogram RP (R in reverse), which is presumably Peake’s. The lace patterns in 
all six pictures are very nearly identical, and that may well provide a clue for identifying 
Peake. A signed ‘Man’ of 1 593 , lately acquired by the Earl of Wilton from Melton Con- 
stable, gives the clue to his earlier style. 

It is by the application of the Morellian method to costume and accessories that we have 
the best chance at present to differentiate the hands in these pictures - a favourite carpet, 
or a trick of lighting the folds of curtains. Two examples from the wonderful series at 
Redlynch, the ‘Countess of Stamford’ (Plate 23) and the ‘Countess of Suffolk’ (Plate 22), 
will serve to illustrate the possibilities in this direction. 

The fourth artist who must be considered in this group is Isaac Oliver, a Frenchman 
rather than Fleming, for he came as a dhild to England firom Rouen in 1568 and died in 
London in 1617. He is only known for certain as a miniaturist, who learned his dexterity 
of hand firom Hilliard, but belongs in style to the post-Elizabethan spirit. He was possibly 
in Holland in 1588 and certainly in Venice in 1596, and his means of obtaining likeness in 
his miniatures are the European ones of light and shade and modelling in the roimd, which 
Hilliard evaded. Although Hilliard retained his official position under James I and Oliver 
played a subordinate role, Hi l liard’s star waned with the death of Elizabeth and his fire 
dried up. It is Oliver’s miniatures which give us the most living portraits of the reign of 
James I and prefigure the style of the next generation. The literary evidence that he painted 
on the scale oflife is not dear, but not negative. A comparison of his miniature of the ‘3rd 
Earl of Dorset’ (Victoria and Albert Museum; Plate 24), signed and dated 1616, -with the 
life-size portrait of the same sitter at Redlynch, with the ^te 1613, shows at least what 
an Oliver in large would look like. There are also figure drawings of religious and histori- 
cal subjects by Oliver in an Itahanate Mannerist style. 

Althot^h Oliver has not the extreme refinement of Hilliard’s psychological approach 
to his sitters, his best miniatures show a sense of character which is wholly lacking in most 
of this large-scale costume pieces. There are a few life-scale portraits, however, which 
seem to belong techmcaHy to this Jacobethan age (rather than to the generation of 
Mytais and Johnson) which capture the qualities of the miniaturists. The portrait called 
Frances, Countess of Essex (W dbeck; Plate 26 a ) shows the power of t^ider penetration 
and shy perceptiveness of which this style was capable, combined with a miniaturist’s 
finish and a Mannerist daboration of pattern. It is hard to believe that such apicture is not 
Oliver on the scale of Hfe. 
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Two pictures exist which are rather more than mere group portraits, and which can be 
associated with this Flemish style - the ‘Visit of Queen Elizabeth to Blackfiiars’ 1600 at 
Sherborne Castle^® and the two versions (National Portrait Gallery and Greenwich) of 
the ‘Conference of English and Spanish Plenipotentiaries’ 1604. Of neither is the painter 
known. 


Beginning of Landscape and Genre: Wall Paintings 

Topographical landscape in drawings and watercolour is to be found in the sixteenth 
century, but only one oil picture is so &r known (at any rate of moderate distinction) 
which shows an English scene and combines landscape and genre - the ‘Wedding at 
Horsleydown in Bermondsey ’, 3 * signed by Joris Hoefiiagel, at Hatfield. Hoefiiagel (bom 
Antwerp, 1542: died Vienna, 1600) was a miniaturist and topographical draughtsman as 
well as a painter, and there is room m his much-travelled career for a visit to England 
about 1569. The picture is unique as showing a bourgeois scene in a recognizable English 
setting, and the style is a competent derivation from the Brill-Brueghd manner. But the 
picture seems to have remained without successors in England. 

Secular wall paintings fi:om the sixteenth century do exist, but they are mainly decora- 
tive, and the work of local house-painters. An exception is the series firom Hill Hall, 
Essex, 3 * now in the Victoria and Albert Museum, which are pedestrian imitations after 
tapestries from Raphael school designs. It will be sufficient to have mentioned the existence 
of this class of work. 


Painting in Scotland 

There were portrait painters in Scotland before the union of the two Crowns under 
James I in 1603 : but they were fewer than in England, and infinitely less of their work 
survives. To set against the great series of portraits of Elizabeth, there is not one of the 
surviving authentic portraits of Mary, Queen of Scots, which was executed during her 
stay in Scotland. Whether the battered painting at Hardwick of ‘James V and Mary of 
Guise’ (1540) is contemporary it is no longer possible to say: but Mary of Guise brought 
with her firom Prance Pierre Quesnel, who became the father, while resident of Scotland, 
of two distinguished portrait painters who later worked in France. The first ‘paynter to 
the King’ was a certain Arnold Bronkhorst who was appointed to that office on 9 Septem- 
ber 1580,33 and a bill survives for a full-length and a half-length portrait of the young 
James VI and a portrait of Buchanan. In June 1581 there is also a payment in the Lord 
Treasurer’s accounts to a certain Adriaen ‘Vanson’ for portraits of the King and John 
Knox sent to Beza in 1580 and engraved in his leanest* It remains uncertain whether any 
of these names can be associated with the portraits of the King as a boy and youth which 
survive (National Portrait Gallery, etc.). 

A specifically Scottish type of picture, without parallel in England, is what one may 
call the ‘vendetta portrait’, designed to keep aHve the memory of an atrocious deed. The 
earher of the two known is the ‘Damley Memorial Picture’ (showing the young James 
VI at his fiither’s tomb) at Holyrood, of which there is a second version at Goodwood .33 
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This appears to have been painted in London in 1567 by a Brussels artist, Levinus Voge- 
larius, but it was assuredly a Scottish commission. The other is the most gruesome pictorial 
document of the age, the life-size portrait of the corpse of ‘The bonnie Earl of Moray’ 
(Earl of Moray, Darnaway Castle; Plate 26 b ) as it lay in state in 1 591, with aU the ghastly 
wounds ofHxmtly’s vengeance meticulously depicted. The formal qualities of this paint- 
ing are superior in energy and realism to the contemporary English costume piece, and it 
remains an eiSfective reminder of how little we know of the painting of this period. Some- 
thing about its facture suggests the work of a professional herald painter. 
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in Burl Mag., xc (Sept. 1948), 261 ff., where the 
documents are published. 

4. Published in Burlington Fine Arts Club, Ex:- 
hibitionofkte Elizabethan Art (1926), plates vi and vii. 

5. The foundations of a study are to be found in 
F. M. O’Donoghue, A Descriptive and Classified Cata^ 
logue of Portraits of Queen Elizabeth, 1894, and a useful 
attempt at a summary chronology (on the basis of 
costume) is F. M. Kelly in The Connoisseur, cxm 

(1944), 71 ff. 

6. Dr Auerbach has been engaged on the study of 
the plea roll initials. 

7. On the column is inscribed: ‘Stanco riposo e 
riposato affanno*; on the globe: ‘Questo vedo e 
molto’; and on (he colander: *A terra il ben - mal 
dimora in sella*. The most famous of the Hatfield 
portraits belongs to the same world of Emblems: the 
Queen holds a rainbow, over which is written ‘Non 
sine sole Iris*, and she wears a dress patterned with 
eyes and ears, presumably to show the universality 
of her inteUigence, but there may also be more 
esoteric allusions, since Leicester was nicknamed by 
her ‘Eyes*. 

8. ‘The English Historic Portrait: Document and 
Myth*, ofl^rint from Proceedings of the British 
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PART TWO 


PAINTING UNDER THE STUARTS, UP TO 
THE REVOLUTION OF 1688 

CHAPTER 4 

THE PRECURSORS OF VAN DYCK 

The beginnings of a change of style in portraiture - away from the Elizabethan ‘costume 
piece’ and in the direction of contemporary practice in the Courts of Northern Europe - 
are hardly to be discerned until the year 1617, some fourteen years after the accession of 
James L The hundred years which follow can properly be considered as a single unit by 
the historian of art, and can conveniently be described as ‘the age of the Stuarts’, although 
the period ends rather with the death of Sir Godfrey Kndler in 1723 than with the passing 
of the Stuart dynasty in 1714 with the death of Queen Anne. The painting of this age feUs 
naturally into four subdivisions: the precursors of Van Dyck, the age of Van Dyck and 
Dobson, the age of Lely, and the age of KneUer, It will make for clarity, in the present 
state of knowledge, if they are treated separately. 


The Precursors of Van Dyck 

Three painters from the Low Countries, all trained abroad, make their appearance in 
Court circles in England nearly simultaneously, in 1617 and 1618: Paul van Somer, 
Abraham van Blijenberch, and Daniel Mytens. The year 1618 also marks the beginnings, 
in so ftur as present knowledge goes, of the finest British-bom portrait painter of the 
generation before Van Dyck - Cornelius Johnson. The boundaries between the work of 
Mytens and the work of Johnson are stOl imperfectly defined, and the style of aU these 
painters seems to depend on the contemporary school of portraiture at The Hague, which 
centres round the personality of Mierevelt (1567-1641). 


Paul van Somer {Paulus van Someren) 

Van Somer is perhaps a little more archaic in style than the other painters named when we 
first meet his certain work in 1617. But, by 1620, he is abreast of Mytens and Johnson. So 
little is known of him that extreme caution must replace the rather reckless use which has 
been made of his name in recent years. He was bom in Antwerp about 1577/8: in 1604 
van Mander mentions him as working at Amsterdam with his elder brotlier, Bernard, 
witb a reputation botii as a portrait and as a history pjunter: in 1612 and 1614 he was 
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living at Leyden: he is recorded in passing at The Hague in 1615 and at Brussels in 1616, 
and he had settled in London by December i< 5 i 6 .^ He was buried at St Martin in the 
Fields 5 January 1621/2. His working hfe in England amounts, therefore, to little more 
i-han five years, but he seems to have been employed by the Crown almost at once. The 
huge full-length at Wmdsor of ‘Queen Anne of Denmark (Plate 27), with a horse’, a 
Negro groom, five ItaHan greyhounds and a view of one of the royal palaces (believed 
to be Oatlands), is fully signed and dated 1617. Although the painting of the face is only 
a little freer than the painting of the Gheeraerts and de Critz group of portraits, the general 
air and grandiose arrangement of the picture suggest something of a more European 
world, and the ribbon which floats in the sky bears the Italian legend La miagrandezza dal 
eccelso (perhaps an assertion of Divine Right). Paul van Somer could conceivably have 
studied in Italy - as his brother is known to have done - but no close parallel to this fashion 
of portrait has yet been noticed. At Windsor is also a battered ‘3rd Earl of Pembroke’ 
signed and dated 1617. 

A respectable tradition gives to van Somer four head-size portraits of ‘Elizabeth, 
Countess of Exeter’ and her three daughters, in the possession of the Marquess of AUes- 
bury, which bear either the date 1618 or a picture of the famous comet of that year; and 
tradition, as well as an old inscription, gives to him two half-length pictures dated 1619 
in the same collection - the ‘2nd Earl of Devonshire with his Son’ and the ‘Countess of 
Devonshire with her Daughter’, which are entirely harmonious in style with the ‘Anne 
of Denmark’. They are very dose to the work of Mytens, but stand a little more limply 
and with less physical assurance. In the same years he is recorded in documents as working 
for the Earl of Rutland and the Earl of Dorset, and, for the years 1619 to 1621, there are 
records of official payments for portraits of the King, the Queen, Prince Charles, and for 
a copy of a portrait of Prince Henry (d, 1612) .* A single signed and dated portrait reveals 
to us his later style, ‘Thomas, Lord Windsor’ 1620 (lent to Cardiflfby the Earl of Ply- 
mouth), a findy drawn and painted head, a little more tender in its interpretation of char- 
acter than Mytens, and a little broader m handling than the contemporary early work of 
Johnson. A very handsome full-length ‘Countess of Oxford’ of t. 1621 (Marquess of 
Ailesbury) is also inscribed as by van Somer. Cleaning and opportunities for throwing a 
strong hght on to dark pictures will probably round off our knowledge of van Somer 
before many years have passed. 

The same is hardly to be antidpated for Abraham vanBlgenberch, of whom our know- 
ledge is extremdy scanty. From documents we know that he was taking pupils at Ant- 
werp in 1621/2, and we can fed reasonably confident that he paid a short visit to England, 
probably about 1618. This is to be deduced firom the fects that he painted a portrait of 
Charles, Prince ofWales^ and that his portrait of ‘Robert Ker, Earl of Ancrum’ (Marquess 
of Lothian’s trustees) is dated 1618. His other known portrait of an EngHsh sitter, the 
s^ed half-length of ‘William, 3rd Earl of Pembroke’ (Earl of Powis), shows him to 
have been the hardly distinguishable peer of Mytens or van Somer of about 1618. 
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Daniel My tens 

The career of Mytens was prolonged in England until after the final arrival of Van Dyck 
and brings us into contact with the chief patrons of the arts in the golden age of collecting: 
Thomas Howard, Earl of Arundel, King Charles I, and, in a lesser measure, George Vil- 
liers, Duke of Buckingham. At this time in England (and perhaps at no other) collecting 
and the patronage of the Hving painter went hand in hand. The artistic programme of 
Charles I, which he may be said to have taken over from the Earl of Arundel, was 
to align and marry the tradition of art in Britain to the European tradition. In this he 
succeeded and British painting has never been the same again. But the first inspirer of this 
aim was Lord Arundel and he was more or less directly responsible for introducing into 
England the three artists who most contributed to this end: Mytens, Inigo Jones (in 
architeaure), and Van Dyck. Mytens is by fiu: the least of these, but he is not an incon- 
siderable figure. 

Daniel Mytens was bom at Delft; in idio he matriculated in the Guild at The Hague, 
which leads to the plausible suppositions that he was a pupil of Mierevelt and was bom 
about 1 590; he was still at The Hague in 1612, when he made his first marriage; he is next 
documented in August 1618, when he writes to Sir Dudley Carleton from London in 
excellent EngHsh^ and is described in a letter from Carleton to Arundel as ‘your Lordship’s 
painter’; in 1618 he had not yet succeeded in doing a portrait of Prince Charles, but he 
seems to have been introduced to James I about 1619, and oflScial payments for portraits 
ordered by the Crown begin in May 1620 (a payment for the portrait of the ‘Earl of 
Nottingham’ now at Greenwich); on van Somer’s death he succeeded as Court portrait 
painter, and payments for portraits of James land Prince Charles begin in 1623 (presum- 
ably, therefore, painted in 1622). He was more particularly fevoiured by the Prince 
(perhaps through Arundel’s influence), but was granted a pension of 5^50 a year for life 
by James I on 19 July 1624. ‘on condition that he do not depart from the realm without a 
warrant from the King or the Council’, which clearly reflects the royal misgivings over 
Van Dyck’s departure after his abortive visit in 1620/ 1. On 22 August 1624 Mytens was 
made a denizen ‘by direction of the Prince’, and the same month he was granted the lease 
of a house in St Martin’s Lane, also by the Prince’s directions: this lease was enrolled on 
30 December 1624 through Sir Henry Hobart, Prince Charles’s Chancellor (d. 1625), 
who had sat to Mytens for his portrait 22 December 1624.® King James died in March 1625 
and on 30 May 1625 Charles I appointed Mytens ‘Picture Drawer to the King’: on 10 
August 1626 there appears among the Acts of the Privy Council a ‘passe for Daniell 
Mitten, his Majesty’s picture drawer, to goe over into the Low Countries and to remaine 
there for the space of six months’. This must surely have been an inspired journey so that 
Mytens could refomiharize himself with the latest frshions in Flemish portraiture, and the 
work he did on his return shows that he had studied to good advantage. Thereafter pay- 
ments for royal portraits are continuous until after die arrival of Van Dyck in England in 
the spring of 1632. Such payments in fret continue until May 1634, but no certain royal 
portrait by Mytens is known after 1633. At what date Mytais finally returned to Holland 
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is obscure, but the pass for him to go to the Low Countries ‘with his truncks’ is dated 12 
September 1630, and that for his wife, with three children and two maids and ‘to take 
with them their truncks of apparel 8cc is dated ii May 163 1.* In 1637 he was living at 
The Hague acting as one of Lord Arundel’s many agents for his collections,’' and he seems 
to have died there before 1648. No paintings are at present known which date after his 
departure fiom England. 

There is a bust of the ‘Third Earl of Southampton’ at Althorp which appears to bear 
Mytens’ genuine signature and the date 1610, and is entirely consonant with the style of 
Mierevelt. The next pictures which can be ascribed to him "with reasonable certainty are 
the pair of life-size full-lengths at Arundel Castle of ‘Thomas Earl of Arundel’ (Plate 29) 
and his ‘Countess’, which can, with every probabihty, be identified with those mentioned 
as already painted in the letter of 1618. There is stiU a certain stifEiess about the figure of 
Lord Arundel, but the hands have a quality of flesh and blood which had been lacking in 
earher portraiture in England, and there is a certain breadth and ‘impressionism’ about the 
painting of the ruff which distinguishes this picture from the meticulous portraits of bits 
of lace and linen which had prevailed hitherto. The setting of the portrait also has a 
precise localization which marks it off firom the earHer groups of portraits, for it is in the 
Sculpture Gallery of Arundel House and shows the first large-scale invasion of the Medi- 
terranean world into England, that collection of Roman sculptiure which led Horace 
Walpole to call Arundel ‘the fether of v/rtA’ in England. In the Greenwich portrait of the 
‘Lord High Admiral the Earl of Nottingham’ (paid for in 1620: repetitions at Nostell 
Priory and in the Nottingham Gallery), the typical Mytens formula is established. The 
bulk and weight of the man are presented as never before in English portraiture, but 
character is adbieved at the expense of elegance. This last defect (if such it be) is more 
apparent in the earliest of the portraits of ‘Charles Prince of Wales’, that dated 1623 (but 
not signed) at Windsor, in which one feels at once that the sitter is feithfiflly but not 
flatteringly represmited. 

It was in 1623 that Prince Charles and Buckingham made their impulsive visit to Spain 
to woo the Infinta, which was attended with artistic consequences almost as important as 
its political consequences were trivial. In Spain Charles came under the influence of 
Venetian painting of the High Renaissance and, in die Spanish royal portraits firom the 
hand ofTitian, Rubens, or the young Velazquez, he saw for the first time what eloquence of 
authoritative persuasion could reside in a royal image. If Charles’s impassioned collecting 
of ‘Old Masters’ and the ptirchase of the great Mantua collection can be directly traced to 
this experience of the Spanish journey, so too can his search for a painter who would 
understand and fulfil his royal needs. Such a painter he finally found in Van Dyck, but he 
attempted at first to convat Mytens to his purposes. Soon after his accession he made him 
his painter and sent him to the Low Countries to study the latest fiishions in Court 
portraiture. And the results were rewarding. There is an degance, where possible also an 
air of romance, about Mytens’ full-length portraits painted in the years immediately after 
his return firom the Low Coimtiies. It has often been said that, in these, he anticipates Van 
Dydr, but it is more likely that he visited Antwerp and drew his new inspiration firom the 
same springs at which Van Dyck was feeding his more precocious and courtier-like talent, 
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Mytens’ most notable works of these yean are the ‘Duke of Buckingham’ 1626 at Euston 
Hall (repetitions at Milton Park and elsewhere) , the ‘George, Lord Baltimore’ 1627 (W ent- 
worth Woodhouse; Plate 32), and the wonderful portrait of the ‘First Duke of Hamilton* 

1629 (lent by the Duke of Hamilton to Edinburgh; Plate 31), which is the great master- 
piece of pre-Vandyddan portraiture m England. 

It does not - as has generally been supposed - seem to have been altogether from Rubens 
that Mytens derived this new inspiration. In 1625 Rubens had painted that equestrian 
portrait of Buckingham in the full Baroque style which perished by fire in 1949 with the 
Earl of Jersey’s pictures: the 1626 Mytens of the same sitter has no tincture of this style, 
but rather a certain Spanish gravity. The ‘Lord Baltimore’ of 1627 has this in an even more 
marked degree and is only comparable (allowing for a difference in degree of genius) 
with the contemporary work of Velazquez. Velazquez is known to have painted a sketch 
of Charles in Madrid in 1623 , which is now lost, and it may well be an echo of this work 
which accounts for the gravity of ‘Lord Baltimore’. There is a payment in 1625 to Mytens 
for a copy of ‘Titian’s great Venus’, and the profound influence of Charles Ts collection 
of Venetian pictures on those painters who could gain access to it begins to operate from 
this moment. The ‘Duke of Hamilton’ of 1629, with its wonderful harmony of silver 
against a clear, silvery, blue curtain, shows a feeling for colour which was entirely 
Mytens’ own, as well as his power of romantic interpretation with a frvourable sitter. 

But his time from 1629 onwards was mainly taken up with royal portraits, and the 
sitters were not fiivourable to Mytens’ genius. V^t Charles I and Henrietta Maria really 
looked like it is no longer possible to say, since Van Dyck has transmitted to posterity his 
‘oflScial’ image. But we know that neither was tall nor graceful, and it is clear that Mytens’ 
powers of imagination were insufficient to the task of ennobling propaganda. There are 
three principal types of Mytens ’portraits of the King - the type in red (of which there is a 
signed and dated original of 1629 in New York and a rather hard studio copy of 163 1 at 
Greenwich) : the type in grey (of which there is a studio version dated 163 1 in the National 
Portrait Gallery) : and the type in Garter Robes (of which there is an original dated 1633 
at Wentworth Woodhouse (Plate 32) and olliers atBalcarres and the St Louis Museum). 
It will be sufficient to compare this last with the 1636 Van Dyck of ‘Charles I in Robes 
of State’ (Plate 33) to appreciate where the King found Mytens lacking. There are pay- 
ments also for several Mytens portraits of ‘Henrietta Maria with the dwarf Jeffirey 
Hudson’ (a subject which inspired Van Dyck to one of his most triumphant impositions), 
but no certain example is known.® 

This factory production of royal portraits is a phenomenon which persists from now 
onwards, and the difficulty of estimating a painter from such works - even when they are 
of high quality - has recently been proved in the case of Mytens. There is a payment in 

1630 to Mytens for ‘his Majesty’s picture at large with a prospect, and the Crown and the 
Sceptre, in a scarlet embroidered suit’, and such a picture (the only one known with a 
prospect) exists at Chatsworth. It is an exact version otherwise of the signed Mytens type 
in New York, but the penetrating eye of Mr Oliver Mfllar’ has lately noticed that it is 
signed by Cornelius Johnson and dated 163 1. Johnson therefore must have been devilling 
for Mytens at this date with hardly distinguishable fidelity, and there are portraits, such as 
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the double bust figures of the King and Queen at Welbeck,*® before which it is impossible 
to feel certain which of the two was the painter. 

There remain a number of full-length portraits, some of them of real distinction, which 
cannot be allotted to any of the painters so far named, although they mostly masquerade 
under the name of one or other of them. Cleaning and research into early accovmts may 
well bring back a number of forgotten painters of this kind to our knowledge, and one 
such has, in fiict, been rediscovered in recent years - John Eycke, whose signature, with 
the date 1630, appears on a full-length of the ‘First Lord Fit2william’“ at Milton Park, 
where there is also a companion portrait of Lady FitzwiUiam. He may well be the same as 
‘Mr. Yeekes the picture drawer’, who received for a posthumous portrait of Lady 
Crane in Sir Henry Hobart’s accounts for i May 1624 (Norfolk Record Society). 

Cornelius Johnson (Jonson) 

It is in single heads, however, rather than in full-lengths that the beginnings of what may 
perhaps be called a native British tradition can first be discerned. The first unquestionable 
master of these is Cornelius Johnson, a British-bom subject (since he was baptized in the 
Dutch Church at Austin Friars 14 October 1593 ), although his father had come to London 
as a refugee fi'om Antwerp and his more distant forebears hailed firom Cologne. He has 
received much praise as an all-British product and as the first to seize (as only an English- 
man could) upon that shy and retiring streak in the EngHsh temper, whose presence in a 
portrait is a sure sign of native English art. It would probably be more true to say that he 
was a painter beautifully sensitive to individual character and wholly without any private 
national temper, for the portraits he painted in Holland after his retirement firom the 
Civil War in 1643 are as thoroughly Dutch in temper as his English portraits are English. 

We have no due to his training, which is as likely to have been Dutch as English. It 
was certainly not unusual for a young Englishman to be apprenticed in Holland to leam 
painting m the early years of the seventeenth century.** His first signed work, a portrait of 
an ‘Old Lady’ dated 1617,** looks like a Dutch work and a Dutch sitter. His undoubtedly 
English work begins in 1619, and we can trace his career year by year, in a succession of 
signed and dated works'^ until 1 643 , when his wife’s fears at the outbreak of the Civil War 
led him to retire to Holland. His pass for leaving the country is dated 10 October 1643 
and he settled first at Midddburg. Later he is found working at Amsterdam and at Utrecht, 
and he died at Utrecht 5 August 1661.*® 

His portraits of 1619/20 mark a new departure in style in England, and it will be well 
to analyse a typical (if unusually attractive) example, Ae ‘Susaima Temple’*® (Plate 343) 
dated 1620. It has the air of an Isaac Oliver miniature in large and it may well be that 
Johnson had learned of a miniaturist (although his own miniatures, which are in oil on 
copper, hardly begin before 1625). The feigned oval surround, which Johnson sometimes 
paints as if it were a marble fiame in these early works, emphasizes the oval form, as in a 
miniature, and the paint has a hig)]. enamel and the colours often a bright glossiness which 
may well derive from the same source. All the resources of the artist are put into the head, 
and, unlike our view of Mytens, it is by his heads that we remember Johnson, He certainly 
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began by specializing in heads and had already achieved mastery in that form by 1619. 
The e^hest three-quarter length with hands that has been identified is the earhest of his 
portraits of Lord Keeper Coventry*’ (a constant patron) dated 1623 . In this the hands and 
pose are still relatively clumsy but, m the 1627 three-quarter length of the same sitter in 
Lord Brabourne’s collection, he can be seen to have learned firom Mytens and even to be 
copying the Mytens form of hand. By 163 1 (as has been noted in the Chatsworth Charles I) 
he is actually doing an almost indistinguishable copy of a Mytens. He seems to have 
been rewarded by being sworn ‘His Majesty’s servant in ye quality of picture maker’ on 
5 December 1632 (after Van Dyck’s arrival, and perhaps to supply the defection of 
Mytens, who was unwilling to play second fiddle to Van Dyck). Even as early as 1632 
something of Van Dyck’s air has begun to creep into his sitters, as may be seen firom the 
charming ‘Lady of the KingsmiU family’ 1632 (Plate 34A), formerly at Longford Castle 
and now in the collection of the Hon. Mrs Chve Pearson at Parham. But Johnson, in 
such pictures, takes firom Van Dyck only as much as he can assimilate, and Van Dyck’s 
rhetoric is muted down into a formula adapted to the domestic rather than the public 
portrait. In these years Johnson’s heads have often a lovely silvery tone. In his rare (or 
rarely identified) full-lengths, which, by what is perhaps more than an accident, are 
scarcely ever signed, he imitates the patterns and trappings of Van Dyck’s portraits more 
closely and with less of his own particular charm. Fairly certain examples are the portraits 
(dated 1638 but not signed) of Thomas Earl of Elgin and his Countess at Redlynch Park. 
It seems possible firom these that a number of pictures which now pass under the name of 
Van Dyck or his studio may be firom Johnson’s hand. 

So sensitive was Johnson to the changes of taste and fashion that his latest EngHsh works, 
such as the ‘Sir Robert Dormer’ 1642 (Plate 35A) (now in Mr T. Cottrell Dormer’s col- 
lection), betray a close kinship in style to Dobson. In all these changes of style, except 
perhaps in that revealed in his first works about 1620, Johnson follows rather than initiates 
a trend in taste, but he retains his liking for the feigned stone oval to the last and he keeps 
that freshness of approach to his sitter’s personality which is his greatest virtue. 

English Contemporaries of Johnson 

Johnson’s technical excellence and high quahties as a draughtsman of a head mark him off 
firom the general level of contemporary work, but vast numbers of portraits exist which 
belong genetically to the same style of portraiture. A very few such pictures bear signa- 
tures and it is possible from some of these for the first time to get a glimpse of the activity 
of painters working outside London. A single portrait of an ‘Unlmown Man’ 1636 in a 
Welsh collection*® is signed by an equally unknown Edward Beilin: the full-length of 
Lord Keeper WiUiams in the muniment room of Westminster Abbey is dated 1624 and 
signed ‘J.C.’, and this painter might be the same as the ‘J. Catleton 1635’ whose name is 
traditionally attached*® to three heads of members of the Danby family at Swinton Park, 
which suggest a provincial ComeHus Johnson. In the possession of Mrs Vaughan Morgan 
in London (1938) was a portrait of a lady signed ‘T. Jones fedt’ and dated 1628. Two 
portraits have been published*® which bear the letters lO in monogram and are dated 1637 
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and 1641 : dicse may well be by the same hand, and the signaturenot an attempt at clumsily 
forging the signature of Isaac Oliver (d. 1617), but the suggested identification with John 
Osborne, the English craftsman in whalebone and horn who settled in Amsterdam, is 
sufficiently improbable. 

As further evidence for what little is known of the lesser painters of this period a few 
disembodied names may be listed: William Larkin who is paid for two portraits in 1617/19 
(Duke of Rutland MSS.) and who had painted a portrait of Lord Herbert of Cherbury 
before 1610;“ amongst the Naworth Castle accounts^ portraits are mentioned by one 
Heskett in 1621 and by Charles Barker in 1629 and 1633 - these latter were certainly 
painted on the spot; Evelyn’s Diary under 1626 records that his picture was ‘drawn in oil’ 
at his fether’s house at Lewes ‘by Chanterell, no ill painter’; and a list of such names could 
presumably be very considerably extended. 

More interesting than any of these are two contemporaries of Johnson who are each 
mainly familiar to us by a more ambitious work: John Souch and David des Granges. 
John Souch was a Chester painter. In 1616/17 he is recorded in the Roll of Freemen of the 
City of Chester as prentice to Randle Hohne, the herald painter who was Deputy of the 
Office of Arms, and he himself received a prentice at Chester in 1636.“ A signed portrait 
by him of a Cheshire sitter was in the Puleston sale 18 December 1933, lot 16, but his 
chief surviving work is the remarkable group of ‘Sir Thomas Aston at the deathbed of 
his first wife’ 1635 (Manchester; Plate 36).^ This is obviously, in many ways, the work of 
a herald painter. The figures are treated more or less as symbols and are not arranged in a 
grouping at all closely imitated firom nature : the first Lady Aston appears, in an altogether 
medieval way, both as a living portrait and as dead in the same picture. But the heads are 
clearly studied firom the model and are treated in the same spirit as Johnson treats his heads. 

David des Granges is rdatively well known as a miniature painter of secondary import- 
ance. His fiimily came firom Guernsey, but he himself was bom in London either in 1611 
or 1613®* and survived until the 1670s. A portrait on the scale oflife, in style hke an inferior 
Johnson firom the 1630s, is at Wemyss Castle, and another life-size (49 x 40 in.) portrait 
of a ‘Lady and child’, dated 1661, was in the sale at Mottisfont Abbey in 193 3 . But his one 
memorable picture can be precisely dated to 1637 or 1639,*® the group of the ‘Family of 
Sic Richard Saltonstall’ (Plate 37) and his second wife taken at the time of the birth of one 
of his last two children. This was formerly at Wroxton Abbey, where it traditionally bore 
an attribution to des Grai^es, and was acquired in 193 3 by Sir Kooneth Clark. It is gay in 
colour - salmon and silver are the prevailing notes — and tender and domestic in inter- 
pretation, the only thing of its kind at present known to rival Johnson in those mdearing 
qualities of interpretation for which he is most jusdy admired. 

The closest in style of all these minor painters to Johnson, though fiir beneath him in 
gifis, was Gilbert Jackson, whose active career can be traced firom 1622 to 1640.*’ About 
twenty signed and dated portraits by him have been found and others can often be re- 
cognized by his liking for dresses of strong grass green (often with garish vermilion bows) 
and a way of painting lace which makes it look as though soaked in water. He is less 
addicted lhan Johnson to the painted oval and altogether inferior in drawing. Although 
based on London it seems possible, ftom the distribution of certain groups of portraits by 
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liirrij that he travelled the country and settled in various districts for months at a time - 
Wales, in 1631/2 and Oxford 1634/5. His most important portrait is the ‘Lord Keeper 
WiUiams’ 1625 at St John’s College, Cambridge. Very close also to Johnson in many ways 
is George Jamesone, who must be considered under painting in Scotland. 

Sir Nathaniel Bacon 

The only truly native Enghsh painter of real distinction of the generation before Van Dyck 
was an amateur, Sir Nathaniel Bacon. He was bom in August 1585 and was buried at Cul- 
ford on i July 1627. He painted only for his own &mily and his works had no influence 
on his contemporaries, and four of the half-dozen paintings which survive are portraits of 
himself. By far the most remarkable is the full-length at Gorhambury (Plate 28), which 
shows the gifted amateiu: in his study (rather than his studio) and reveals an interest in 
painting accessories and still life that is repeated in ‘The Cookmaid’ in the same collection. 
He also paintedjinaminiature on copper, the firstBritishlandscape (Ashmolean, Oxford), 
which is a curiosity rather than a work of art, and records survive of classical subjects. The 
portrait at Gorhambmy (c. 1620) reveals some study abroad, and the silver-grey and 
lemon colouring of parts of it indicate Utrecht as the source, and probably Terbrugghen 
as the painter who inspired it. 

Foreign Painters contemporary with Johnson 

Foreign visitors among the portrait painters are less numerous than might have been 
expected. An attractive painter, otherwise unknown, signed a picture of ‘Lord WilHam 
Russell and hh Dwarf’ 1627 at Woburn Abbey as ‘Johancs Priwizer de Hungaria’; in 
1628 Gerrit Honthorst was in England for some months, apparently on trial as official 
Court portrait painter, for he was made a denizen 28 November 1628 and granted a 
pension for Hfe as ‘the King’s servant’, but he returned to Holland in December 1628 after 
painting a few portraits such as the ‘Duke of Buckingham and Family’ (Buckingham 
Palace) and arranging for the large composition for Hampton Court, which was executed 
in Holland. Hendrik Pot painted Charles I (Louvre) m London in 163 1, and a number of 
well-known painters were in London for short periods: Sandrart (1627), Hannemann (for 
a number of years). Ter Borch (1635), Lievens, etc.; but nothing is known of their work 
in England. Sir Balthasar Gerbier*® (1592-1667) may have painted a few portraits, but 
was chiefly occupied with other business; Nicholas Lanier (1588-1666), whose interesting 
‘Sel^ortrait’ is in the Examination Schools at Oxford, was mainly a Court musician and 
agent for picture collecting; George Geldorp, who came to Ei^land about die time of 
Charles I’s accession, is documented as the painter of two admirably prosaic full-lengths 
of the second Earl of SaHsbury and his Countess at Hatfield,** but he seems soon to have 
developed into an artistic impresario, dealer, and pimp, and, although he survived fhe 
Restoration and was mixed up with art and artists all his life, there is Uttle evidence that 
he did much painting himself- he died in i665.There is finally Cornelius de Neve (who 
has been wrongly confused with other Neves or de Neves working in the 1640s or 1650s), 
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by whom there is a portrait signed and dated 1626 (National Portrait Gallery, Reference 
No. 1346) and a double full-length of Lord Buckhuxst and his brother of 1637 at Knole: 
the former of these may well have been painted in Holland and is typical of The Hague 
school. 


Painting other than Portraiture 

In the Low Countries the first quarter of the seventeenth century saw the birth of an 
immensely rich and various school of landscape painting, but there was nothing compar- 
able in England. The very word ‘landscape’ was a Dutch importation into England in 
this century for something which had to be imported from abroad. A few views of British 
scenes exist, however, pretty certainly by Flemish workmen, in the tradition of topo- 
graphical drau ghtsmanshi p. Among the most notable are a pair of views of the river at 
Wchmond in the Fitzwilliam Museum, Cambridge, which were ascribed in the eighteenth 
century to the Antwerp painter, David Vinckeboons, but which bear no resemblance to 
his signed works. These perhaps date fiom the 1620s, and there are rather similar views of 
Pontefract Castle at Windsor and at Northwick Park. Clearly dated 1630 is the handsome 
view of ‘Old London Bridge’ at Kenwood signed by Claude de Jongh (d. 1663), and 
another such view is said to be dated 1650.2® The Antwerp painter Alexander Keirincx 
(1600-1652: in England called ‘Carings’) was in the employ of Charles I and is docu- 
mented in England 1640/ 1 : he practised the style of landscape created by van Coninxloo, 
which very rarely bore much relation to natural scenes; and another Antwerp painter, 
Adriaen van Stalbemt (1580-1662) was in England in 1633 and signed (together with 
J. van Belcam) a ‘View of Greenwich Park’ (Windsor) with small figures of Charles I 
and his Court. The ‘River Thames from above Greenwich’ (Plate 41) is also the subject of 
the sohtary landscape worthy of the name which can be allotted to these years. It is in 
Captaiu Sir Bruce Ingram’s collection and can be dated about 1635. It is painted in the 
broad panoramic style of Hollar’s etchings, and, if we knew that Hollar ever practised in 
oU, an attribution to him would hardly be wide of the mark. 

Figure subjects are even rarer. There is occasional evidence that country workmen still 
used some of the old CathoHc repertory (except for the persons of the Gospel story) in 
decorative panels, as in the heads of the Prophets and Sibyls at Chastleton House, which 
perhaps date about the middle of the reign of James 1 . Sir Nathaniel Bacon, no doubt 
imitating his foreign models, is said to have painted pictures of Ceres and Hercules and 
the Hydra, but the only Northern artist who can seriously be mentioned in this con- 
nexion is Francis Cleyn. 

Cleyn was bom at Rostock in 1 58a and spent some years studying m Rome and Venice, 
where he absorbed impartially most of the prevailing styles. He then became Court 
painter to Christian IV of Denmark and a number of historical paintings from his band 
survive in the various Danish royal palaces.2* He settled in England in 1625 and became 
chief designer for the Mordake tapestry works, which supplied the equivalent of 
historical paintings for the royal palaces. His most remarkable designs, which ware 
executed in tapestry, are the ‘Hero and Leander’ series of which the finest examples survive 
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in the Swedish State collections, but he seems also to have turned bis hand to paintings and 
some of the unattached full-length portraits may prove to be from his hand. On the 
strength of his work in Denmark one may accept Dr Margaret Whinney’s attribution to 
him of the three canvases from the ‘Story of Perseus’ let into the ceiling of the Double 
Cube Room atWilton. 3 *This seems to have been set in place after 1654. Cleyn was buried 
at St Paul’s, Covent Garden, 23 March 1657/8. 

Italy, however, was the great seat of historical painting and Charles I succeeded (after 
a failure with Guercino) in persuading one Italian painter of distinction to settle in England, 
Orazio Gentileschi. Gentileschi came to London in 1626 and can be documented here up 
to 1631, and it is probable (but unverified) that he died in London about 163 8. Two of his 
easel pictures survive at Hampton Court, and the celling of the Hall at Marlborough 
House is pretty certainly that which he painted for the Queen’s House at Greenwich. 
Yet another of the pictures ofhis London period may be the handsome ‘Rest on the FHght’ 
recendy acquired for the Birmingham Gallery. 


Painting in Scotland 

A considerable number of portraits survive in Scottish collections, dating from about 
1620 onwards, which were assuredly painted in the Northern Kingdom, but the only name 
which can confidendy be associated with any of them before the middle of the century 
is that of George Jamesone. Jamesone is an almost exact Scottish counterpart to Cornelius 
Johnson, although he was neither so sensitive a draughtsman nor so perceptive an observer 
of character. He is also particularly difficult to judge to-day, since the medium with which 
he painted was usually so frail that most ofhis surviving portraits are mere travesties of 
what they once were. One of the very few which can still give some impression ofhis style 
is the ‘Marquess of Montrose’ 1629 (Plate 353) at Kinnaird Casde, andjamesone’s sur- 
viving works are all of more or less the same character - except for a late and battered 
‘Sel^ortrait’ (Countess of Seafield) which shows the painter in his studio with pictures 
ranged upon the walls, which include a Seapiece and a large Mythology. Apart from this 
we have no evidence that he painted such things. 

Jamesone came from Aberdeen: on 27 May 1612 he was apprenticed to one John 
Anderson at Edinburgh,^^ a painter whose work is unknown. About 1619/20 he appears 
working on his own at Aberdeen in a style akin to Johnson : he came to Edinburgh in 163 3 
for the visit of Charles I (whom he painted), and he visited Italy the same year without 
any appreciable alteration to his style. From 1634 he worked mainly at Edinburgh, or 
travelled round Scotland, and he died at Edinburgh late in 1644. 

Jamesone is only certainly known from busts or half-length portraits and there is not 
convincing evidence that any of the whole lengths which are ascribed to him are from his 
hand. The ‘Erskine’ portrait in the Edinburgh Gallery is too damaged for judgement, the 
‘Lord Spynie’ at Balcarres is by a different, and perhaps superior hand, and the ‘Con- 
venation piece’ at Tyninghame does not agree witii his usual style. Nearly all Scottish 
portraits of this period tend to be ascribed to him, but it is better to withhold judgement 
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in the present state of knowledge, and some of the most distinguished portraits which 
bear his name (such as the ‘Earl of Melrose* - later First Earl of Haddington - at Tyning- 
hame) seem to be by a more competent painter trained in the Miereveld tradition. 

On the evidence of a portrait in the Edinburgh Gallery which is alleged, on very 
slender evidence, to be a ‘Selfportrait* by a painter named Scougal, a fourth Scottish 
painter of this name has foxmd his way into the literature. This is a picture in the Mytens 
tradition of the 1630s or early 1640s, but there is no documentary evidence for a painter 
of the name of Scougal until the second half of the seventeenth century - nor has any 
other picture of this period been met with in Scotland which seems to be by the same 
hand. 
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CHAPTER 5 

THE AGE OF VAN DYCK AND DOBSON 


The dominant figure in Northern Baroque art is Rubens, and England was not exempt 
from his pervasive influence. He had painted the Earl of Arundel first in 1620 and the Duke 
of Buckingham (in Paris) in 1625, and he was already something of a legend in English 
Court circles by the time of Charles Ts accession. Toby Matthew, writing firom Brussels 
to Sir Dudley Carleton as early as 1620, says, ‘his demands are like ye Lawes of Medes and 
Persians’, and it seems possible that he was already marked out as the painter of the ceiling 
of the Banqueting HaU at Whitehall (the building of which was finished in March 1622) 
as early as 1621. He finally visited England, on a diplomatic mission, firom 5 June 1629 to 
6 March 1630. During these months he was as much fSted as an artist as he was as a 
diplomat and Charles I knighted him on 21 February 1630. During this stay he painted 
the picture of ‘St George’ (Buckingham Palace) in which Charles I appears as St George 
and Henrietta Maria as the Princess and the background is a view of London. He also 
presumably made final arrangements on this occasion for the ceiling of the Banqueting 
Kbll, of which the separate elements were painted on canvas at Brussels and were com- 
pleted by 1634. They finally reached London in December 1635 and were installed in the 
ceiling in March 1636. 

The ceiling of the Banqueting HaU is the one fiiU Baroque painted decoration in 
England, and, although it has remained in situ up to the present century, it has never 
recdved the attention that it deserves. Recent opportunity for close examination shows 
that a considerable number of the major figures are executed by Rubens bimsfilf and the 
whole invention gives proof of prodigious vitality and decorative power. But it was set 
in place at a time when the shadow of the coming Civil War was already beginning to 
obliterate aU thoughts of grandiose projects, and it has remained the least ^tM and the 
least studied of the surviving great works inspired by the patronage of r.barlpg i. 

Sir Anthony Van Dyck 

It is with Van Dyck that the name and fame of Charles I and the glamour of the Royalist 
• cause are inddibly bound up. We are p^haps no longer able to judge dispassionately 
to-day how much the common verdict of men, and even ‘the judgement of history’, on 
Charles I and his times owe to the poet and magician whose natDft was Van Dyck. The 
extraordinary treatment which he received from the King makes it dear that his value 
as a propagandist in the cause of absolutism was fiiUy appreciated, and he was treated, 
as no painter had been before, by the high aristocracy of England as an equal* A weighty 
demmt in the secret of the style ofhis English portraits - a style which has no real paraUd 
in British paintii^ until the time of Lalwrence - is that he painted his sitters, in all the 
febulous glamour of Cavalier costume, as an equal. 
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The details of Van Dyck’s development as an artist are no part of the history of British 
painting. He reached England fully formed. But his influence has beoi so immense that, 
as was the case with Holbein, we must not omit him (as has been usual], but treat him as 
an integral part of the tradition of British painting and seek to analyse his character as an 
artist. Much detailed study has been made of his earlier work, but a proper study of the 
portraits he painted in England is still a desideratum* and no attempt can be made here 
to fill the gap. 

Van Dyck was bom at Antwerp 22 March 1 599 to a prosperous middle-class fentily. He 
was an infant prodigy and was apprenticed to van Balen when he was eleven; before he 
was nineteen, in 1618, he was entered in the Antwerp Guild as a Master. By that date he 
had absorbed, with mystifying precocity, everything which the flourishing contemporary 
Antwerp school could teach and he was in a &ir way to rivalling Rubens hims elf, on whose 
style his own was formed. His heart was perhaps always in Antwerp, but one dty could 
not sustain two such fertile geniuses at the same time, and we no doubt owe it to this &ct 
that he was latterly willing to settle in London. 

On the instigation of the Earl of Arundel, Van Dyck paid a visit of a few months to 
London at the end of 1620, and he definitely entered the service of James 1 . In February 
1621 he left London, with leave of absence from the King for eight months, to go and 
perfect himself in Italy - and he then defaulted firom the royal service. It remains obscure 
what works of painting he executed on this first visit to London: for his subsequent history 
they were certainly unimportant. What is certain is that he spent at least the eight months 
of his leave working in Antwerp and we find him for certain in Italy by the latter part of 
1622. In Italy he remained until 1627, travelling much, but lingering longest at Genoa 
and Rome. He was back in Antwerp by the end of 1627 in full command of all the know- 
ledge and experience, both social and pictorial, which went to the formation of his 
English style when he filially settled in London about the beginning of April 1632. 

Italy, and above all the study of the works of Titian, had given Van Dyck’s style an 
additional tincture of Southern mellowness and refinement which he could not have got 
firom Rubens. The contrast in temperamait between Rubens and Van Dyck was a 
contrast between Rubens’ robustness, his sense of aboimding life and energy, and Van 
Dyck’s sensibility and awareness of the whole repertory of formal reticence in aristo- 
cratic life. This knowledge Van Dyck used in his Genoese portraits, but he found little 
scope for its exercise when he painted the Antwerp artists and bourgeoisie on his return 
firom Italy. Only when he came to England did it emerge again as an essential element in 
his portrait style, and it is founded to a large extent on the pattern and practice of Titian, 
the detailed study of whose works is so clearly proved by Van Dyck’s Italian sketch-book 
at Chatsworth. The sombreness of Italian costume and the rarity of Titian fiiU-lengths 
make Titian a model more often for the spirit than for the detail of Van Dyck’s English 
portraits, but where a specially heroic invention was required, as in the ‘Strafford with 
the dog’ or ‘Strafford and his Secretary’ (both at Wentworth Woodhouse), Van Dyck 
took the whole pattern from Titian (the Prado ‘Charles V’ and the group absurdly called 
in England in the seventeenth century ‘Duke Cosimo and Machiavelli’). 

On Van Dyck’s arrival in London his defection to James I was at once forgiven and he 
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was treated by Charles with extraordinary fevour. A house was provided for him in 
Blackfriars (i.e. outside the Uberties of the City of London and thus outside the jurisdic- 
tion of the Painter-Stainers Company). Before July 1632 he was appointed ‘prihcipalle 
Paynter in ordinary to their Majestic* with a pension of ;^200 a year; he was knighted on 
5 July 1632; he was given by the King a gold chain and medal on 20 April 163 3 ; and the 
King and Queen frequently made personal visits to his studio. He never became a denizen, 
but the King attempted to secure his permanent residence in England by finally arranging, 
1639/40, his marriage to an English lady of noble origin. No artist had received such 
frvours before. 

Van Dyck died in London 9 December 1641. Even during his official residence in 
England he had spent some time abroad. He was away a whole year in Antwerp from 
early in 1634, and he made visits of some months to Antwerp and to Paris in 1640 and 
1641. His whole active career in England lasted for less than eight years and his activity 
during that time must have been almost incessant, even though his patrons were limited 
to the royal frmily and to the immediate circle of the Court. In his English portraits he 
created - or brought to light by sensitive observation - a new world wbdch has imposed 
its authority on the imagination of Europe. How much, we must ask, of this world had 
an objective existence? For it is ofren held against Van Dyck that he falsified the truth of 
appearances and hopelessly corrupted an honest British tradition in portraiture which was 
beginning to be formed. 


Van Dyck’s Portraits of the Royal Family 


Such an inquiry may best begin by considering the portraits of Charles I and Henrietta 
Maria, for evidence on whose features (at any rate on the King’s) we have ampU com- 
parative material by other artists. It was for the painting of royal portraits rbat Van Dyck 
was encouraged to come to England, they were his principal task during his first few 
years in London, and it was because of tiieir success that the King made m uc h of him. A 
number of Privy Seal Warrants^ survive for payments to Van Dyck for specific work, 
and there is a bill from Van Dyck, which must date from 163 8, for work done and not 


then paid for. From these it appears that, in the first four months of his residence in 
London (by 8 August 1632), Van Dyck had completed: portraits of the King and Queen 
separately; the group (now at Buckingham Palace, but frlsified by later enlargements) of 
the King, Queen, Prince Charles, and Princess Mary; four portraits (presumably repeti- 
tions from stock) of the Archduchess and members of the House of Orange; a companion 
Emperor to the series of Titian emperors from Mantua; and repaired one of the Titians. 
Another nine portraits of filing and Queen were completed before May 1633 and t hese 
may well not include the equestrian portrait with M. de Saint-Antoine (at Buckingham 
Palace) which is dated 1633. These nine portraits came to f ni and by February 1636/7 
ffiere is a payment of ^1200 for additional pictures, one of wltich was no doubt the TTing 
in Garter Robes at Windsor, dated 1636, and another the group of the three elder children 
(Windsor). Finally, we have the bill of 1638 which itemizes twenty-two portraits, in- 
cluding the splendid Charles I "with Groom and Horse’ (Louvre) and the group of the 
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five cbildren at Windsor. With such a series of Van Dycks judiciously distributed to 
fiiendly. royalty abroad and to loyal supporters at home, it is not surprising that the King 
never, of his own firee choice, sat seriously to another painter after Van Dyck’s death. 

As fer as truth of feature goes Van Dyck’s portraits of the King are in sufficiently faithful 
agreement with those of him by Mytens and Johnson. In the most exacting of all, the 
view of the King’s head in three positions (Plate 38A), painted about 1636, to be sent to 
Bernini in Rome to enable the sculptor to make a bust of the King, Van Dyck comes off 
triumphantly. It is in the full-length portraits and in the use of Baroque accessories that 
Van Dyck’s gifb of elegant interpretation (and thus, by implication, of ‘falsification’) 
appear. Neither the King nor the Queen was tall and perhaps neither was altogether grace- 
ful, and Van Dyck certainly slides over these difficulties. We may allow the last word on 
this point to be with Sophia of Bavaria (later the Electress of Hanover), who saw the 
Queen when she came to Holland in 1641 and wrote: ‘Van Dyck’s handsome portraits 
had given me so fine an idea of the beauty of all English ladies, tlut I was surprised to find 
that the Queen, who looked so fine in paiuting, was a small woman raised up on her chair, 
with long skinny arms and teeth like defence works projecting from her mouth ’ 

Van Dyck also added new overtones of authority to the most grandiose of his portraits 
of the King, of which perhaps the noblest is the ‘Charles I on horseback’ in the National 
Gallery (Plate 39). This is perhaps inspired by the equestrian ‘Charles V’ by Titian and the 
implications of the equestrian portrait (a novelty in English royal iconography) were all 
with the commanders of victorious armies. The King was no doubt as much responsibl 
for this absolutist element as was Van Dyck, but it is in such pictures that we find, for the 
last time for a century, painting done in England fully in line with the most advanced 
contemporary European tradition. 

Van Dydis Portraits of the Court 

It was not, however, his royal portraits but his portraits of the British aristocracy which 
left such a profound bias on the direction of British taste. The revolution which Van Dyck 
effected can best be appreciated by the form in which the theory of portraiture was 
canonized in the early eighteenth century by Jonathan Richardson: ‘a good portrait, 
fiom whence we conceive a better opinion of the beauty, good sense, breeding and other 
good qualities of the person than firom seeing themselves, and yet without being able to 
say in what particular it is unlike; for nature must be ever in view’. We can perhaps go a 
htde furtherthanJonathanRichardsoninanalysingin what particularsVanDyck’sportraits 
are unlike. 

It is not for nothing that Waller speaks of Van Dyck’s studio as a ‘shop of beauty’. The 
beauty specialist is concerned with studying the temperament of the individual and 
advising how that can best be e3q)loited along the lines of prevailing taste. Van Dyck had 
precisely this sensibility, which he directed not only towards inffividuals but towards 
nations and classes of society. It is usually possible at a glance to guess whether a portrait by 
Van Dydc represents a Genoese nobleman, a burgher of Antwerp, or a member of one 
of the princely houses of Northern Europe. Given the national temper and the narinwol 
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costume, he devised a series of patterns appropriate to these various classes. The individual 
appears only in the features of the fece, which Van Dyck studied and drew with meticulous 
fidehty. A certain absence of strong character was presumably not imcommon at the 
Court, but Van Dyck was equal to interpreting a strong character in a woman, such as 
the ‘Frances, Marchioness of Hertford’ at Syon House (Plate 40A), or a thoroughly un- 
pleasant one, such as the ‘Lady Castlehaven’ at Wilton (Plate 40B). For each shade of 
character he adopted an appropriate technique and no great painter has shown a greater 
variety of handling in his heads. He rearranged the standard trappings of the Baroque 
portrait, the damask curtain, the pillar, or the truncated column, with corresponding 
sensibility, and, on the rare occasions when he painted a poet rather than an aristocrat - 
as in the ‘EjlHgrew and Carew’ at Windsor (Plate 3 8b) - he prescribes for himself a 
different kind of pattern. It is needless to add that these personal subtleties escaped his 
countless imitators. But his poses, his hands, and his dresses became the fashion-plates of 
the contemporary artist, and an important source for their wide circulation was the series 
of etchings by Hollar pubUshed in 1640 as ‘Omatus muHebris anghcanus’, a number of 
which echo (with a great loss in elegance) some of the poses of Van Dyck’s portraits. 

Van DycUs Work apart from Portraiture 

On the information of Sir KenehnDigby,Bellori (i672,pp. 261-2) gives a Ust of religious 
and mythological paintings executed by Van Dyck for British patrons during his English 
period. Of these httle or nothing survives, but a ‘Cupid and Psyche’ (which is not 
mentioned by BeUori) remains at Windsor. As with most great artists whose hving is 
perforce gained mainly from portraiture, the desire was ever recurring to display his 
powers on some ambitious scheme of pubhc decoration. About 163 8 Van Dyck had 
sufficiently interested the King in a project of decorating the walls of the Banqueting 
House with scenes illustrating the History of the Order of the Garter for him to be 
required to make some sketches. A brilliant sketch in grisaille, for one wall, in the collec- 
tion of the Duke of Rutland, is all that survives of this project. It shows the King in the 
centre and a procession of all the Knights of the Garter, and is conceived in emulation of 
Veronese. But the King could not affsrd to finance the scheme and this disappointment 
may have played a part in causing Van Dyck to seek, as he certainly was seeking during 
the last years of his life, suitable employment away firom the English Court. In spite 
of his great collections and his undoubted love of art, Charles I was imable to employ his 
one great painter to the full capacity of his powers. 

Van DycVs Studio and his immediate Following 

The question of Van Dyck’s studio remains profoundly obscure. Apart firom a statement, 
which probably refers to Edward Bower, that he was at one time ‘servant to’ Van Dyck, 
there is no evidence (contrary to what is often said — of Dobson for instance) that any 
British painter of consequoice learned directly firom Van DycL The names of his assist- 
ants that we know, J. de Reyn and David Be^, are Flemings, and he probably preferred 
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to have Flemish workmen, trained in the same studio tradition as he had beaa himself, to 
help him in the subordinate work on his portraits and to execute replicas. That a con- 
siderable number of repHcas of different sizes could be ordered at one time we know &om 
a letter of Strafford’s,^ but the great number of inferior repetitions which appear to-day 
to be more or less contemporary, were probably painted after Van Dyck’s death by pro- 
fessional copyists such as Bdcam, van Leemput, and Simon Stone. Of these, van Leemput, 
(d. 1675 and known as Remde), certainly painted original portraits as well as copies. On 
the other hand, an enormous number of portraits exist which date from about 1638 to 
1650 and which are closely modelled on Van Dyck, so closely that the individuahty of 
the painter is obscured. It has occasionally been suggested in recent years that these may 
be by Weesop, a painter who came to England about the time of Van Dyck’s death and 
left in 1649, but there is not a shred of evidence for this, and Weesop’s signed ‘Execution 
of Charles I’ (Earl of Rosebery) disproves it. We can only recognize at present that the 
imitators of Van Dyck form a numerous and nameless tribe, whose works spread the 
more obvious elements of Van Dyck’s style far beyond the limited aristocratic circles for 
which he had worked himself. A great many such works are ‘traditionally’ called Van 
Dyck to-day in the houses where they hang. 

Van Dyck’s few portrait groups, of which the most notable is the huge ‘Pembroke 
ftmily’ at Wilton, had no immediate following. For an artist so accomplished in the 
single figure they are all curiously awkward and clumsily designed. 

Painters of the 1640s uninfluenced by Van Dyck 

The influence of Van Dyck did not succeed in pervading the work of all his contem- 
poraries, even of all those who were employed about the Court. The elder John de Critz, 
who was appointed Seq'eant Painter about the time of the accession ofjames I, has already 
been noticed in the last chapter. He continued to hold that oflice until his death in 1642, 
but was only employed by the Crown on decorative work and restoration. Two at least 
of his sons, John the younger (bom before 1 599) and Emmanuel (bom between 1 599 and 
1609), were early associated with him in the office of Segeant Painter, to which the 
younger John succeeded by warrant dated 18 March 1641/2. This John fell fighting at 
Oxford soon after his appointment and we know nothing of his work, but a group of 
portraits survives in the Ashmolean Museum at Oxford which there is good reason to 
suppose is by a member of the de Critz family and shghtly less good reason to suppose is 
by Emmanuel.® All are portraits of persons related to the de Critz fimlly and one is a 
portrait inscribed by an eighteenth-century hand as ‘OUver de Critz’, ‘a frmous Painter’ 
(but nothing else is known of his painting) ; the others are all of the Tradescant famil y and 
that of ‘Hester Tradescant and her Stepson’ is dated 1645. With them can be associated 
the portrait of ‘John Tradescant Jr’ in the National Portrait Gallery, but no other absolutely 
convincing attribution to the same hand has been found, hi style this group of pictures 
looks forward perhaps to Gerard Soest, but its antecedents are mysterious. Two of the 
pictures are, in a minor way, masterpieces, fine in quality and original in interpretation - 
‘John Tradescant with a spade’ (Plate 44B) and ‘John Tradescant and his fiiend Zythepsa’ 
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(Plate 43). There is a seriousness, a meditative sadness, about both these pictures, akin 
to wliat we shall find in Dobson but without Dobson’s romantic Cavalier overtones. No 
doubt this is a reflection that the times were out of joint, but the painter has risen to the 
occasion and shown himself a master of the poetic possibilities of portraiture. Tradescant’s 
Cabinet of Rarities was well known and the still-life of shells in his portrait with Zythepsa 
is an allusion to this, but the shells have been endowed with more than the value of 
a mere decorative accessory and their collector’s love for them has been conveyed by 
the painter in his makin g them appear as a third personality in the portrait group. Em- 
manuel de Critz lived on until 1665, but all that we know of his later practice is that he 
copied a Lely for Pepys in 1660 - a sad decline. 

Connected by marriage with the Tradescant and de Critz famflies (his mother had re- 
married John de Critz the younger), and in style with the group of portraits called Em- 
manuel de Critz, was Comelis de Neve (or Le Neve), perhaps related to the painter who 
has already been mentioned among the contemporaries of Johnson. A portrait in the 
Ashmolean Museum at Oxford, which came with the Tradescant portraits, is inscribed 
‘Mr Le Neve / a famous Painter’ and is probably a sel^ortrait of about 1650: in the same 
collection is a portrait of Nicholas Fiske, which is conceivably by the same hand and is 
dated 1651 and signed ‘CDN’. Le Neve is mentioned in Sir Edward Dering’s accounts for 
1648 and 1649,* and Evelyn mentions him casually in 1649: the last that is recorded of him 
is that he painted a portrait of Elias Ashmole in 1664, which is now at Merevale HaU. 

Traces survive of two other painters, not altogether dissimilar to one another in style 
and both equally distant from Van Dyck, who were active in the 1640s and most probably 
executed their few works at present identified when travelling the country. Of each a 
single group of works firom one year only is known for certain. T. Leigh is found in 
North Wales in 1643. He signed, in a flowing hand,^ five portraits of members of the 
Davies family of Gwysaney and Llanerch, and all are dated 1643. Two are now in the 
Cardiff Gallery, of which the female portrait is a ruin, but the ‘Robert Davies’ (Plate 42A) 
and the three still at Gwysaney (Major Davies-Cooke) show a competent painter trained 
in a tradition akin to Cornelius Johnson. It is possible, but needs further exploration, that 
he may be the Thomas Leigh who signed, in 1656, a receipt for a posthumous portrait of 
Robert Ashley in the Middle Temple. 

The second painter, akin to Leigh but a Httle more awkward in style, seems to have 
borne the initials TW’. In the possession of the Pochin family at Barkby Hall in Leicester- 
shire are four portraits^ signed ‘I.W.F.’ and dated 1648. Nothing fiulher by the same 
hand has been traced. 

A versatile artist, perhaps more of the journeyman dass, Richard Greenbury, also 
deserves to be mentioned. His career overlaps Van Dyck’s stay in London at both ends, 
and we find him as copyist, restorer, glass painter, and as executing painted altar-hang- 
ings.® He was apparently a Roman Catholic but was already employed by the Crown in 
1622/3 for a portrait of James I (perhaps a copy): the last date we have for him is 1651. 
He followed Sampson Stroi^ at Oxford and painted a portrait of the Founder for M[ag- 
dalen in 1638, and did other work about the College, but he also copied old masters for 
the King and the competent copy of Diirer’s portrait of his fiilher at Syon House is a 
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sixrviving specimen of his work. There is record of a lost work, a large canvas showing 
the cruelties of the Dutch at the Amboyna massacres in 1623, which he painted for the 
East India Company for purposes of propaganda, and which was so fearsome that it had 
to be destroyed. He appears to have been able to turn his hand to any class of painting or 
restoration and his career throws light on the lost comers of art history in England at 
this time. 

William Dobson 

Aubrey, who knew him, quite rightly called Dobson ‘the most excellent painter that 
England hath yet bred’. He is, in hot, the most distinguished purely British painter before 
Hogarth. He was bom in London in 1610, the son of a Master of the Alienation Office: 
his fether was of a respectable St Albans family who had wasted his estate by luxurious 
living. Dobson is said to have inherited this tendency to extravagance, but he was forced 
to learn the business of painting in order to earn his living. Richard Symonds, who no 
doubt learned it from Cleyn himself, wrote in his notebook in 1653 that ‘Mr Clein was 
Dobson’s master and taught him his art’. From Cleyn he inherited much of the tradition 
of the Italian High Renaissance and a leaning towards the Venetians, and through Cleyn 
he cotild presumably gain access to study, and perhaps copy, some of the Venetian paint- 
ings in the royal collection. Without such tr ainin g we should have to postulate that he 
had been to Italy, for Dobson’s style is nearly independent of Van Dyck and could not 
have been learned from Van Dyck. It is probable that he copied Van Dyck too, and a 
copy has been reported of Van Dyck’s ‘Earl of Arundel and Grandson’ with Dobson’s 
signature (formerly in Major Baker-Carr’s possession). Until this reappears it is better to 
suspend judgement, for there is no other evidence of any nearer connexion between 
Dobson and Van Dyck. We know nothing whatever ofDobson until 1642 (at the earliest), 
when the Court had moved to Oxford. Van Dyck had died in 1641 and John de Critz, the 
new Seqeant Painter, was killed in the fighting at Oxford. Dobson seems to have filled 
in a makeshift way something of the gap caused by both deaths, but there is no evidence 
that he was ever appointed ‘Principal Painter to the King’ and only the unsupported note 
of an eighteenth-century antiquary (Oldys) that he was Groom of the Privy Chamber 
and Serjeant Painter. He seems to have been active partly at Oxford and partly in London 
during the period 1642 to 1646 and he was buried at St Martin’s in the Fields in London 
28 October 1646. He painted the official portraits of the King’s children and members of 
the royal entourage at Oxford during these years, but the King does not seem to have sat 
for the completion of his own portrait. 

The work of these last four years is thus aU that we know ofDobson and between fifty 
and sixty paintings are at present traced. Of these, only two are full-lengths, four are 
double portraits or groups, a few are single heads, and by for the greater number are half- 
length portraits with hands. A particularly mature and splendid example of this last class 
is the ‘Endymion Porter’ in the National Gallery (Plate 47), which is valuable for the 
analysis of his style as it can be compared with a portrait of the same sitter by Van Dyck 
(in a double portrait) in the Prado. 

The spirit of Dobson in this portrait is altogether more robust and less consciously 
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elegant than the spirit of Van Dyck. The hands are larger and more solid, the texture of 
the paint rough and impasted and not smooth, the figure bulks larger because nearer to 
the plane of the picture’s surface. Van Dyck uses his Baroque accessories, the pillar and the 
curtain, for purely decorative ends ; Dobson employs a more learned and specific repertory 
of such accessories. A colossal bust of a poet in the background, and a relief, perhaps repre- 
senting the Arts, in die lower foreground, are clearly intended to have some sort of 
relevance to the person represented. And such accessories are almost habitual with Dob- 
son. ‘Sir Charles Lucas’ (at Corsham and Audley End), ‘Sir William Fermor’ (Duke of 
Portland), the ‘Marquess ofMontrose’ puke ofMontrose), the picture called ‘Sir George 
Carteret’ (Greenwich), and the ‘Sir William Compton’ and ‘Earl of Northampton’ (both 
at Casde Ashby), all have enigmatic classical reliefi or similar accessories in the back- 
ground. This practice is altogether unknown to Van Dyck and rare in Europe in the 
seventeenth century, although it had become more or less standard by Ae time of the 
manuals for painters which were popular at the end of the century (e.g. Gerard de 
Lairesse). Its origin, however, and the source from which Dobson, probably through 
Cleyn, derived it, was Italian sixteenth-century manuals, particularly Lomazzo, who had 
been translated into English in the sixteenth century. In his Trattato deW arte della pittura, 
etc.. Book VI, chapter 50, Lomazzo says, ‘First you must consider the quality of the person 
who is the subject of the portrait, and, according to that quality, give the portrait its 
appropriate symbol’. Dobson’s style is thus learned as well as aristocratic and relies much 
more than Van Dyck’s on the intellect of the spectator. 

In what is perhaps Dobson’s masterpiece among single portraits the accessories are less 
enigmatic - the ‘Charles, Prince of Wales’ in the National Portrait Gallery of Scotland 
(Plate 46). The boy soldier is seen with his page, with a battle raging in the background, 
and a jumble of military trophies on the grotmd firom which emerges a hideous mask of 
Envy and Civil War. The figure is deliberately cut off at the knees (as Van Dyck would 
never do) to give weight and moment to it, and the difference between Dobson and Van 
Dyck can nowhere be better observed. 

This learned, latinizing, and allegorical aspect of Dobson’s art is most fully (and least 
happily) exemplified in the only*® subjea picture by him at present known, an ‘Allegory 
of the Religious Wars in France’ (T. Cottrell-Dormer).** The invention here is presumed 
to have beai largely Sir Charles CottereU’s, but we know that Cotterdl and Dobson were 
close fiiends, and the picture is evidence of the cultured and allusive world with which 
Dobson associated. As a picture it is far from satis&ctory and it reinforces the suspicion 
that Dobson, although a master of the half-length portrait, was ill at ease in full-lengths. 
The only two of these known, ‘Sir William Compton’ (Castle Ashby) and the ‘Earl of 
Peteirborough’*® (Drayton House, signed and dated 1644), are much more dependent on 
Van Dyck models for pattern than one would have expected, and they show considerable 
uneasiness in the treatment of the lower half of the human figure. 

Dobson’s greatest originality, however, is shown in his few group arrangements of 
half-length figures. Two of these are among the finest and most interesting British paint- 
ings of the first half of the caitury, and neither has any dose parallel among works of this 
age. The group of ‘Prince Rupert, Colond Murray and Colonel RusseE’ (Plate 45), 
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which belongs to Lord Sandys, can almost be described as a ‘historical conversation 
piece’ on the scale of life. It depicts an incident during the Civil War when Colonel 
Russell was persuaded not to abandon the Royalist cause and the three men are about to 
drink to this decision, Colonel Murray dipping a Royalist cockade into the glass. There is 
about all Dobson’s portraits - nearly all of which portray men prominent in the royal 
cause - a look of romantic heroism, as of die fated defenders of some precious heritage, 
but this group surprises the kind of decision which gave rise to such a look, and this 
psychological element in his portraiture, which is fiir removed firom the aristocratic aloof- 
ness of the Van Dyck tradition, is what marks Dobson off ffom all his contemporaries. 

The other group is more enigmatic and shows ‘Dobson, Sir Charles Cotterell, and Sir 
Balthasar Gerbier’ (Albury Park (Plate 48)). The painter is the central figure and he seems 
to be being rescued by CottereU firom some temptation put forward by Gerbier. It is at 
least possible that this group also signifies a conflict of loyalties of the same sort as the 
other, but one more personal to Dobson himself. 

Pictures akin to Dobson 

A considerable number of portraits survive from the 1640s which show a decided kinship 
to Dobson but do not seem to be firom his hand. But their number is very much smaller 
than the number of those which reflect the more prevailing style of Van Dyck. Dobson 
is not known to have had any pupils and the name of no other painter is recorded with 
any reputation comparable to the quality of one or two portraits whose attribution has 
hovered unsatisfactorily between Van Dyck and Dobson. The most remarkable of these 
is the ‘First Earl of Denbigh’ (Plate 51), originally at Hamilton Palace, which was pre- 
sented by Count Seilem to the National Gallery in 1945. It is fer beyond what we know of 
Dobson’s powers in a full-length portrait, and yet the style is decidedly nearer to Dobson 
than to Van Dyck. As it is recorded as by Van Dyck in an inventory of the 1640s it may 
have to enlarge our knowledge of Van Dyck himself. Another portrait of a kindred 
character, also with a suggestion of the Orient about the background (there are pyramids 
and a crocodile), is the ‘Sir WilHam Paston’ (a half-length) at Felbrigg. 

Henry Stone 

Confusion prevails over the paintings which can be ascribed to the only known English 
contemporary of Dobson whose name might be put forward as the possible painter of 
Dobsonesque pictures - Henry Stone. The main focts of his life are known.'^ He was 
bapti2EdhiLondoni5julyi6i6and died there 24 August 1653. On his tomb, which was 
set up by his brother, John, it is categorically stated that he ‘passed the greatest part of 37 
years in Holland, France, and Italy’. We know that he returned to England firom Italy in 
1643 and that he was apprenticed as a young man to his uncle, the Dutch painter, Thomas 
de Keyser, at Amsterdam. This would give him perhaps ten years abroad before 1643, so 
that we can reasonably assume that he was out of the country for a considerable period 
also between 1643 and his death in 1653. 
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The literary tradition foils altogether to conform to this. According to this,** ‘one Stone’ 
worked for Van Dyck; he was a pupU of Michael Cross, who was sent by Charles I to 
Spain to copy the Titians in the Escorial, and he perhaps accompanied Cross to Spain; 
in 1652 ‘Mr Stone who copies’ showed Richard Symonds the pictures in Suffolk House; 
he ‘was an extraordinary copier in the reigns of Charles I and H’ ; he was generally known 
as ‘Old Stone’. Since the days of Vertue this Old Stone who specialized in copies has been 
equated with Henry, son of Nicholas Stone the sculptor, but only the blind desire of the 
blind to follow the blind can justify the equation. 

Wenowknow, however, from an account at Woburn dated 1661,*® that the Stone who 
copied Van Dycks was a certain Simon Stone who worked on until after the Restoration, 
so that the way is dear for considering independently the work of Henry Stone, who 
may conceivably have painted some of the puzzling Dobsonesque portraits. 

There is, in foct, a portrait of this character at Stoneleigh Abbey (a repetition is at 
Lamport), which is deddedly Dobsonesque and rather foreign in style and bears an old 
inscription (it is hardly a signature), ‘H. Stone F. 1649’. From this portrait of ‘Thomas 
Lord Ldgh’ (Plate 44A) it should be possible to recover some knowledge of the true 
Henry Stone. 

Edward Bower 

Dobson and Stone were more or less independent of Van Dyck, and the former at least 
was the leading painter on the Royalist side. When we come to those who worked for 
sitters on the side of Parliament it is curious that we should find a much stronger depend- 
ence on Van Dyck models. Bower, in foct, in a contemporary letter of Lord Fairfax,** is 
stated to have been servant to Van Dyck. This must have been before 163 8, which is the 
first date known for him. He came very probably from the South-W est, perhaps Devon- 
shire, and he picked up in Van Dyck’s studio (where he can in no sense be considered to 
have been a ‘pupil’) enough of the machinery of picture-making to enable him to produce 
provincial imitations. He probably painted Lord Fairfox at Bath in 1646 and he was 
certainly in London at the time of Ae King’s trial in January 1648/9, when he made 
drawings of the Bung from life, as he sat at his trial. From these he produced at least three 
slightly differoit paintings which were popular with the copyists for a number of years. 
They are more historically poignant than competent as works of art, but Bower seems 
to have enjoyed a certain prestige in the City of London from then imtil his death in 
January 1666/7. 

Robert Walker 

There would, on grounds of style, be more reason to surmise that Walker, the much 
inferior counterpart to the Royalist Dobson on the Parliamentary side, may have actually 
been a pupil of Van Dyck. The date of his birth is unknown and the only material on 
which to base a supposition of his age and early training is his ‘Sel^ortrait’ (Plate 50B) in 
the Ashmolean Museum at Oxford. This vay interesting picture is signed and gives evi- 
dence of a degree of sardonic wit in Walker which one would not have guessed from his 
other knovm works, for it is a deliberate parody of Van Dyck’s ‘Sd^ortrait’ (Plate 50A) 
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in the collection of the Duke of Westminster. Van Dyck displays himself with a good 
deal of arrogance, as the object of royal patronage. He stresses the gold chain which the 
King had given him in April 1633 and he points to the sunflower, a symbol of royal 
patronage, which is turned towards him. Walker converts the image into a straitened and 
upright design (he is always prone to exaggerated verticals) and he points, not to a sun- 
flower, but to a statuette of Mercury, the patron of vagabonds and thieves. If (he Van 
Dyck was perhaps painted about 1633/4, aiwl the Walker was only a year or two later and 
shows a man of some twenty-five to thirty, we can suppose Walker bom between 1605 
and 1610. He seems at any rate to have been in independent practice by 1639, if his 
signature and the date have been correctly read on a picture of ‘Cardpkyers’ in the von 
Rechberg collection at Donzdorf.'^ The latest certain date that we have for him is 1656: 
he was possibly still alive in 1658, and he is generally supposed to have died a little before 
the Restoration. 

The rather Italianate kind of joke shown in the Oxford ‘Sel^ortrait’, the subject of the 
picture of 1639, and the feet that Richard Symonds in 1652 quotes Walker’s opinion about 
the eflect of rolling fhem on pictures painted on the canvas favoured in Italy, make 
plausible Mr Collins Baker’s suggestion that he studied in Italy. We certainly know that 
he did copies of Titians in the royal collection and his connexion with Titian’s patterns 
is sometimes even closer than Van Dyck’s. He is next heard of in 1648, when John Evelyn 
sat to him for the very curious portrait now on loan from the Evelyn family at Christ 
Church, Oxford. This is perhaps the least English-looking portrait painted in Britain 
during the seventeenth century and must have been directly intended by the sitter to give 
him the air of an Italian virtuoso. For it is a sort of parody of a typical Italian picture of the 
‘Penitent Magdalen’ ! We may surmise that Evelyn would have chosen a painter lately in 
Italy for the execution of this curious whim. By 1649, however, we find Walker painting 
Cromwell*® and the peintre-en-titre of the new regime. We can gather by implication 
from the arrangements for Cromwell’s funeral, that he had no ‘official painter’. 

Walker was kept busy during the first years of the Protectorate painting portraits of 
Cromwell (N.P.G., Leeds, Althorp, etc); and a certain number of portraits of other pro- 
minent personalities of the time are so entirely consonant in style with these that we need 
not hesitate to ascribe them to Walker. One of the best is the ‘Colonel Hutchinson’ at 
Milton Park (Plate 49A), which is of exceptional interest for being accompanied by a 
companion portrait of ‘Ivlrs Hutchinson’ (Plate 49B) which can safely be treated as a norm 
for Walker’s female portraits. Just as the Cromwell portraits all derive from Van Dyck 
patterns, the ‘Colonel Hutchinson’ is deliberately imitated from Titian’s ‘Allocution of 
the Marquis of Vasto’ now in the Prado, and it is a significant reflection that the official 
Commonwealth portraits should all echo the designs of absolutist Court painten. On the 
other hand, no full-length and no equestrian paintings of Commonwealth personalities 
are known.*® 

Two signed and dated portraits of 1656 survive - an ‘Unknown Youth’ belonging to 
the Shirley femily in Ireland and the ‘2nd Duke of Somerset’ at Syon House. Both betray 
a flagging hand and a continued dependence upon the models of Van Dyck. The truth 
is that, even during the Commonwealth period the rising star of Lely ^d eclipsed in 
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Killigrew, painted at Venice in 1650, of which the original is perhaps at Dyrham. From 
Venice Sheppard seems to have gone to Rome, but was back in England before the 
Restoration. A portrait of the ‘3rd Earl of Downe’, datable to 1658, was last in a sale 
at Sotheby’s 17 February 1937 (77) and was signed ‘Betts £’ This had a ruggedness 
reminiscent of Fuller, which was not repeated in a portrait of ‘Lady Humble’“ signed 
‘John Betts 1660’ (formerly m John Lane collection), which is dominated by the style of 
Lely. In the Examination Schools at Oxford is a portrait signed ‘Ro. Fisher Pinxit’ and 
dated 1655, whose bold and rough fecture suggests a direct connexion with Fuller: and 
the same remarkable collection includes a portrait of ‘Christopher Simpson’ engraved as 
by J. Carwarden in 1659. Carwarden is mentioned in 163 6 and a signed portrait by him, 
dated 1658, was in a sale 5 May 1927, lot 86. He may have been the composer John Car- 
warden. In the Autobiography of the Rev. Henry Newcome (Chetham Society, xxvr, 
97) there is reference to a painter named Cunney working at Manchester in 1658, and 
another provincial portraitist who has left more extensive traces is Edward Mascall. He 
was the son of an embroiderer at York, where he was bom about 1627, and where he was 
admitted a Freeman in 1660. His works, ranging in date from 1650 to 1667, were foimd 
mainly in the North of England (two were at Hornby Castle, one at Wykeham Abbey, 
and one at Lowther Castle), but two, one of ‘Mary Edgcumbe’ 1658, were among the 
pictures destroyed by bombing at Mount Edgcumbe. His work has an austere Ptnitan 
cast which is not without distinction. 

Painting other than Portraiture 

Little survives of landscape which can be associated with the years from 1630 to 1660. 
Certain drawings, apparently of English scenery, are ascribed to Van Dyck and have a 
surprising freshness of approach, and there is a solitary oil painting at Chatsworth (with 
little figures partly cribbed from Rubens) which shows something of the same spirit. 
This is traditionally ascribed to Inigo Jones (1573-1652) and, if it be his, it is unique. It 
agrees well enough, however, with the style of Frans Wouters (i6i2-59),®3 a pupil of 
Rubens who came to London in 1637 and was made ‘Painter to the Prince of Wales’. 
Wouters was back in Antwerp by 1641, but he painted one or two landscapes in England 
(in the style of Rubens and not from nature) and an admirable example from the collec- 
tion of Charles I remains at Kensington Palace. 

Another pupil of Rubens, Abraham van Diepenbecke (1596-1675), was probably in 
England as early as 1629, when he painted a do2en pictures of horses (now at Welbeck) 
for the Earl of Newcastle, some of them with views of the Earl’s houses in the back- 
ground. These pictures make Diepenbecke the theoretical father of sporting painting in 
England, a gemre which was to develop increasingly with the eighteenth century. 

A negligible future was before another kind of painting which had a certain vogue in 
England at this time - the architectural interior. The younger Hendrik van Steenwyck 
was already settled in London in 1617 and he appears to have remained in Eng land until 
his death about 1649. Only one English continuator of the same tradition is known, a 
certain Thomas Johnson, whose working life is knovra to extend from 1651 to 1685. 
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His single surviving original work is more poignant as an historical document than im- 
portant as a work of art - a view of the interior of Canterbury Cathedral in 1657 with 
figures of Puritans destroying the stalls and the stained glass. It reveals unexpected pos- 
sibilities and Johnson is reported in 1685 as showing to the Royal Society a number of 
views that he had taken in the neighbourhood of Canterbury. 

Painting in Scotland 

There is no lack of names of painters in Scotland at this time, nor lack of portraits, but 
there is a lack of identification of the painters of portraits between the death of Jamesone 
in 1644 and the emergence of the first certain member of the Scougal family. The most 
prominent of the painters who took prentices at Edinburgh during this period are John 
Sawers (Sewers) who took eight prentices between 1595 and 1649 and whose son-in-law, 
Joseph Stacie, took a prentice in 1656: one Telfer (Tailfier) also was taking prentices 
between 1647 and 1663. 


NOTES TO CHAPTER 5 


1. This is sufficiendy demonstrated by the 
astonishing draft of a letter of 1636 from the Earl 
of Newcasde to Van Dyck among the Welbeck 
MSS. (R. W. Goulding and C. K. Adams, Catalogue 
of the Duke of Portland* $ Pictures (1936), 485). 

2. The best short general account and collection 
of illustrations is that by Gustav Gliick in the Klassiker 
der Kunst series, 1931, which altogether supersedes 
the earlier volume in the same series by Emil 
Schaeffer. But Gluck was not very familiar with 
British collections, and several of the most remark- 
able groups of works by Van Dyck in this country 
(such as those belonging to the Dukes of Bedford 
and Northumberland, and Lord Leconfield) are 
hardly represented at all. A much fuller list of his 
English portraits, made widi only a slight attempt 
at separating originals from copies, is in Sir Lionel 
Gust’s Anthony Van Dyck (1900). 

3. Published in full in W. H. Carpenter, Pictorial 
Notices (of Van Dyck, etc.) (1844), 66 ff. 

4. LadyBurghdere, Life of Strafford (21 Jan. 1636), 
n, 19. 

5. For all the documents and illustrations on the 
de Critz frmily, see Mrs R. Lane Poole in Walpole 
Society, n. 

6 . Notes and Queries, First Series, i (12 Jan. 1850), 
161. He has been confused also with Jerome Neve 
{Latine Nyphus), who painted two large pictures of 
his own family in a Vandyckian style, which are now 


at Petworth. There is no reason to believe that this 
Neve worked in England. He seems to have married 
about 1625 and had eight children with obviously 
unEnglish names. A signed portrait by Comelis de 
Neve, dated 1647, is said to be at Long Melford. 

7. The version of the Robert Davies at Gwysaney 
and a detail of the signature are reproduced in Burl 
Mag., xc (July 1948), 204 and note. 

8. All four are published by A. C. Sewter, Burl 
Mag., Lxxvn Quly 1940), 20 ff. I do not agree with 
the attribution there to the same hand of the portrait 
of ‘Lord Hussey’ - a posthumous imaginary portrait, 
of which anodier version is at Doddington Hall, 
Lines. 

9. He appears wrongly in the D.N.B. as Robert 
Greenbury. The best and fullest account of him is by 
Mrs R. Lane Poole in Catalogue of Oxford Portraits, n, 

XV ff. 

10. Others are mentioned by earlier writers, but 
the Decollation of St John from Wilton is only a copy 
after Stomer. 

11. Published by Oliver Millar in Burl Mag., xc 

(April 1948), 97 ff- 

12. Reproduced in Burl Mag., m (Feb. 1928), 94; 
and in N. Stopford-Sackville, Drayton (1939). 

13. The documentary information about the 
Stone ftunily (mixed up with a good deal of the 
mythology) is to be found in W. L. Spiers, ‘The 
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Note Book and Account Book of Nicholas Stone,’ 
Walpole Society^ vn. 

14. The sources for the ‘literary tradition’ are the 
addendum to the 1706 edition of R. de Piles, Art oj 
Paintingt p. 463, and the various references in Vertue 
(see Vertue Index). 

1 5. Gladys Scott Thomson, Life in a Noble House^^ 
hold (1937)* 290. 

16. What little is known or to be guessed about 
Bower, and the bibliography for the evidence, is 
published in the Burl Mag., xa Qan. 1949), 18 ff. 

17. Mentioned in the article, signed B. C. K., in 
Thieme-Becker. 

18. The thorny subject of the portraits of Crom- 
well is treated at greatest length, butnot exhaustively, 
m The Portraiture of Oliver Cromwell, reprinted from 
Biometrika, xxvi, by K. Pearson and G. M. Morant. 
There is unconfirmed tradition that the Walker 
portrait of ‘Cromwell’ (based in design on Van 
Dyck’s ‘Sir Edmund Vemey’) which descended to 
Mrs PoHull-Drabble (last in Anon, sale, 2 Nov. 1945, 
lot 78) was a wedding present to Bridget Cromw^ 
and Ireton in 1646: a similar picture at Burghley 
House is alleged to have been given to Lord Exeter 
m 1647. But Mr E. S. de Beer has shown, onhistorical 
grounds, that a demand for portraits of Cromwell 
did not arise until about, 1649, when he had gone to 
live at Hampton Court and was developing into a 
personage, and the date 1649 is found on die two 
versions of the Walker design with a page at the left 
(taken from the ‘Lord Newport’ in Van Dyck’s 
double portrait at Petworth) at the National Portrait 
Gallery and at Leeds (from Naworth). The third and 
latest design, with the page at the right, is docu- 
mented as 1655/6 by Walker’s receipt for £24 


published in Pearson & Morant, op, cit. 77. The 
Florence portrait and the one at Birmingham are 
Ldys of 1653/4; see Historical MSS. Commission, 6th 
Report, 1877 (MSS. of Miss ffarmgton of Worden), 
437b, and E. S. de Beer m History, xxm (1938/9), 
132. Mr Collins Baker has introduced a red herring 
by supposing that the ‘Great Duke* mentioned by 
Walpole was the Duke of Marlborough, when he 
was the Grand Duke of Tuscany. 

19. An apparent exception is the full-length Lely 
of ‘Monk’ at Chatsworth. But Monk himself was an 
exception, and it is my impression that the head in 
this has been superimposed upon an earlier picture. 

20. Beyond those pictures mentioned in the text 
a htde ‘Head of a Girl’ at Dulwich alone has a 
seventeenth-century attribution to Fuller. Klis name 
appears occasionally in eighteenth-century MS. 
catalogues, as at Dunham Massey and Exton Park, 
but I cannot reconcile the smooth texture of the two 
portraits from Exton pubhshed by A. C. Sewter m 
Apollo (Mar. 1941), 62, with what we know of 
Fuller. 

21. VGTtvLcMSS.,i{Walpole Society),xvm, 101-2. 

22. Published by C. H. Collins Baker, The Con-- 
noisseur Quly 1917), 127. 

23. The best treatment of Wouters is G. Gliick, 
Rubens, Van Dyck und ihr Kreis (1933), 222 ff. 

24. The view of Canterbury belongs to Mr W. D. 
Caroe and is reproduced as plate xxxvi of the Cata- 
logue (1924) of the Exhibition of British Primitive 
Paintings, 1923. Another picture with an elaborate 
architectural interior and figures, signed and dated 
1658 and formerly in the Erskine of Linlathen and 
Woodward collections, is only a copy of a Vrede- 
man de Vries at Hampton Court. 
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CHAPTER 6 

THE AGE OF LELY 


Sir Peter Lely 

From about the year 1650 Lely had the largest practice of any portrait painter in the 
kingdom, but his name is as indissolubly connected with the years after the Restoration 
in 1660 as that of Van Dyck is with the reign of Charles I. He was the first painter after 
Van Dyck to attain to anything like the same position of pubUc eminence, and Charles II 
appointed him his Principal Painter and, on 30 October 1661, granted him a pension of 
^200 a year ‘as formerly to Van Dyck’. His style, infinitely less subtle and less personal 
than Van Dyck’s, left a deeper impress on British painting, and we can trace back to Lely, 
and perhaps no further, the main themes of later British portrait painters and the establish- 
ment of a sound, well-grounded, unimaginative tradition of studio practice which has 
dogged ofiSdal portraiture in Britain to our own times. He is the first painter in F.ngland 
by whom an enormous mass of work survives. For it would not be difficult to makf a 
catalogue of four or five hundred pictures more or less painted by Lely himself , and the 
number of studio rephcas and copies runs into thousands. 

Lely’s style is matter for the historian rather than for the student of the genius of the 
creative artist. In mere executive abihty he was perhaps equal to Van Dyck. His drawing 
could be impeccable, he was capable of lovely colour, and he has hardly been surpassed 
in his painting of the texture of silks and satins. In the power of rendering the sleepy 
voluptuousness which was fashionable at the Court of Charles II (and elsewhere in Europe 
at the time) he was unrivalled. But he altogether lacks that flame of personal genius, that 
power of creating as well as recording an image, which warms the imagina tion when we 
contemplate a masterpiece by Van Dyck or Dobson. His style is international rather than 
English, and one or two portraits by Jan Mytens in Holland or Bourdon in France are 
scarcely to be distinguished from Lelys. Although he never left England after he had 
made his name, and although his portraits were hardly to be seen abroad, Sandrart, who 
had never seen a Lely painting, records his great reputation and reveals the secret of his 
success in a htde poem* which begins: 

Was reimet sich auf wahre Kunst? 

Herr LOli saget: KSnigsgunst. 

(What rhymes with true art? Mr Ldy says: ‘The fiivour of Kings’.) 

Lely’s family name was van der Faes and he was bom on 14 October 1618 at Soest. 
Though his fiimily was Dutch he happened to be bom at Soest in Westphalia rather than 
at Soest in Holland.^ He was trained at Haarlem under Pieter de Grebber and became a 
Master in the Haarlem Guild in i637" Nothing is known of his work befbre he came to 
London and the date of his arrival is uncertain. There seem to have been rival traditions 
in the aghtemlh century that he came over (a) for the marriage ofWilliam of Orange and 
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Princess Mary, which took place in 164.1, (b) in 1643 . 1 think 1643 the more probable 
date ,3 and it is likely that Geldorp, who had been concerned in Van Dyck’s coming over 
in 1632, was concerned in Lely’s arrival also. 

At any rate Vertue was told by the veteran painter Isaac SaUmaker (1633-1721) that 
Lely ‘wrought for Geldorp in his house’ on his first coming over and that the young Sail- 
maker was employed there also. This might well be about 1643/5. Vertue also reports that 
Lely first painted landscapes and history pieces on coming to England, and only later 
turned to portraiture, and, in another passage, Vertue refers to early Lely portraits which 
were in the style of Dobson or FuEer. The most likely candidate for an example of Lely’s 
first phase is the ‘Blind harper’ at Althorp (Plate 42b), which has always borne an attribu- 
tion to Lely and is strongly reminiscent of what we know of Fuller. 

As a painter of portraits Lely first comes into prominence in 1647 and no certain portrait 
by him of an earUer date is known. During some months in 1647, when the ICing was at 
Hampton Court he was visited by his children who were in the custody of the Earl of 
Northumberland, and Lely painted for the Earl the curious and rather moving group of 
Charles I and the Duke of York (Plate 54A) now at Syon House. This picture is without 
parallel in Lely’s oeuvre and shows something of the same psychological interest as was 
noticed in Dobson’s groups. 

At this time (1646/7) when the three younger of the royal children were in the care of 
the Earl of Northumberland, he also commissioned from Lely a portrait group of them, 
now at Petworth (Plate 54b), which, although more tender in interpretation t han is usual 
with Lely, shows for the first time some of the new elements he was to introduce into 
fashionable portraiture. In addition to Van Dyck’s column and curtain Lely has introduced 
a very elaborate Baroque fountain and cherub and he has set the figures well inside a 
gently wooded parkscape. The only Van Dyck portrait which anticipates these motives 
is the picture called the ‘Countess of Carlisle’ at Windsor, which may well have been taken 
by Lely as the starting-point for this ‘portrait in a landscape’ which was to become a 
dominant theme in British painting until the end of the eighteenth ceutury. It is significant 
that this particular Van Dyck is more charged with voluptuous overtones than any other 
of his English works. The patronage of the Earl of Northumberland may well have given 
Lely his first opportunity to study Van Dyck, and it is worth recording that the two finest 
Van Dyck copies which traditionally bear Lely’s name - the ‘Algernon, Earl of North- 
umberland’ (Syon House) and the ‘Aime, Coimtess of Bedford’ (Count Bentinck, Mid- 
dachten) - are both after originals which then belonged to Northumberland (originals 
now at Alnwick and Petworth). 

At about the same time we also find Lely associated with so strong a Royalist as the 
poet Lovelace, who might almost be described as serving Lely as a press agent. On the 
group at Syon House Lovelace wrote his poem ‘See what a clouded Majesty . . .’ and it is 
curious to find what element in the portrait he selects for admiration, for it is a quahty 
which Lely speedily eliminated fiom his portrait style. ‘The amazed world’, says Love- 
lace, shall henceforth find/ None but my Lilly ever drew a Minde.’ On 18 October 1637 
both Lovelace and Lely were together made fiee of the Painter Stainers’ Company and 
Lely made a drawing of ‘Lucasta’ - a decollete lady at full length, with a scoop - for the 

63 



PAINTING UNDER THE STUARTS UP TO l688 

1649 edition of Lovelace’s Poems. A painting in a similar style which must be of this date 
is the ‘Henry Sidney’ (later Earl of Romney) at Penshurst (Plate 55), where there is a 
group of Lely portraits of about 1650. The boy (b. 1641) is seen walking in a landscape 
with a dog, in a costume which might be described as ‘pastorally classical’. He is extremely 
conscious of the spectator and the tranquillity of Van Dyck has given place to movement, 
Van Dyck’s gracious ease is replaced by something of affectation, and there are im- 
equivocal overtones of the voluptuous. It shoiffd be added that it is also splendidly painted 
and has a captivating resonance of soft colour, and it is worthy of remark that this con- 
fection was produced in the first years of the Commonwealth. It is the direct ancestor of 
certain portraits of children by Reynolds. 

Anntiiftr poem by Lovelace, Peinture. A Panegyrick to the best Picture of Friendship, Mr Pet. 
Lilly, which must We been written during the early 1650s, makes it dear (amid a great 
deal of obscure jargon) that Lely was painting a number of mythological subjects at this 
time, and it is probably correct to date in the middle 1650s such pictures as the ‘Europa’ at 
Chatsworth and the ‘Sleeping Nymphs’ at Dulwich, the latter of which seems almost a 
foretaste of Etty. A much copied picture, ‘The Duet’ (Plate 61) (which often goes under 
the bizarre title of ‘Anne Hyde and her Music Master’), now in Lord Dulverton’s collec- 
tion, is actually signed and dated 1654. It is Metsu done over in terms of Van Dyck,'* Up 
to the time of the Restoration, when he had no time for anything but portraits, Lely 
probably produced a steady stream of such subject pictures, which seem to have found a 
ready market in the austere days of the Commonwealth and Protectorate. 

In 1651 Lely even made a bid wtith Parliamont for employment as a historical painter. 
The proposal, in which Lely was associated with those dubious characters, Gerbier and 
Gddorp, was to decorate Whitehall with oil pictures of all the memorable achievements 
since the Parliament’s first sitting. The scheme came to nothing, but is an indication of 
Lely’s adaptability to the immediate political scene, a quality less admired at the moment 
than it has been in the past. At any rate he made a good deal of money during tiie Com- 
monwealth and began that collection of pictures and dra'wings, one of the finest non- 
princely collections in Europe, whose sale after his death was die first of the spectacular 
picture auctions of the modem world. By the time of his death he was in possession of 
no less than twenty-five first-rate pictures by Van Dyck and his collection of old master 
paintings and drawings made uimecessary for him a ■visit to Italy and must have turned 
his studio into an academy for young painters, whose fimits can hardly be estinuted. 

Where the materials from which to select are so ample it will be best to consider only a 
relatively small number of his portraits, and such only as can be rather closely dated. At 
the beginning of the 1650s Lely received for a head-size and ^^lo for a half-length, 
and the payment, on 21 April 1651, fi>r the half-length of ‘Lady Dering’ (now at Parham 
Park; Plate 532) occurs among Sir Edward Dering’s accounts.^ A companion picture of 
her sister, ‘Lady Finch’ (from Burley-on-the-Hill), now belongs to Judge Beckett, and 
the two pro'vide a norm by which to date portraits in this style. The pose is tranquil and 
derived from Van Dyck: so too is the texture, tone, and painting of the draperies; but 
the ladies are more embowered in a rocky forest, a little more modishly pastoral than 
is normal to Van Dydc — and, in one, the ubiquitous Cupid fountain appears. A splendid 
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example of the male portraits of about the same date* is the ‘Sir William Compton’ 
(Plate 5 3 a) at Ham House, long called a Dobson in spite of Lely’s signature. In this, as in 
other portraits at Ham of the same period, Lely is certainly dependent on Dobson’s 
temper for his own interpretation. Where he had no models, however, as in his rare 
child portraits, he could contrive a pretty fencywithout imitation-as in the ‘3rd Duke of 
Somerset and Lady Elizabeth Seymour’ as babies, c. 1652/3 (formerly at Savernake) . By 
1653 he was painting portraits of Cromwell for the various foreign Ambassadors, an 
example of which is now at Birmingham; and he shows that he could adapt himself to the 
requirements of dowdiness in the ‘Ladies Anne and Arabella Wentworth’ of about 1653/4 
at Wentworth Woodhouse. The extreme limit of his austere Commonwealth style 
appears in ‘The Perryer &mily’, signed and dated 1655, at Chequers Court - five gloomy 
people who appear to bewaitingfor the endof the world in the presence of an over-lifesize 
bust. Busts of this character’ are a common feature in Lelys up to the time of the Restora- 
tion, when they vanish altogether. A ghmpse into Lely’s relations with his sitters is to be 
found in Dorothy Osborne’s correspondence* in October 1653, where she writes of a 
portrait of herself that ‘Mr Lilly will have it that hee never took more pains to make a 
good one in his Hfe’ but ‘that was it I thinke that spoiled it; he was condemned for making 
the first hee drew for mee a Httle worse than I, and in making this better hee has made it 
as unlike as tother’. It is almost as if we had surprised the exact moment at which Lely 
decided to abandon a scrupulous truth to feature (at least in female portraits) to flattery. 
He never looked back. 

Although Lely perhaps worked only in his London studio after the Restoration, he did 
not disdain in the 1650s to visit ‘gentlemen’s houses’® in the role of a travelling painter. 
It may have been when in Suffolk about 1655 that he met Hugh May (son of Sir Hum- 
phrey May) who appears in the disguise of Lely’s ‘servant’ on a pass for travel to Holland 
which was granted to both of them on 29 May 1656. May’s later activity as an architect 
is still Httle studied, but he and Lely between them seem to have cornered a good deal of 
the royal patronage to artists at a later date and it is at least possible that both made contact 
with the exiled Court on this journey to Holland in 1656. Lely’s immediate recognition 
as the official painter after the Restoration and certain obscure financial transactions with 
the Cro-wn at a later date suggest that, on this visit to Holland in 1656, Lely may have 
embarked on a poHcy of ‘reinsurance’. He was back in London by 1658, if Vertue read 
that date correctly on a portrait of the dwarf painter, Richard Gibson (also with a colossal 
bust), which seems to have been the original of the picture now in the National Portrait 
Gallery; and at least three large portrait groups can be dated with some certainty to the 
very end of the Protectorate. The largest and most accessible, the ‘Hales femily’ at the 
Guildhall, presents certain difficulties of dating, but ‘The family of the 2nd Earl of Car- 
narvon’ (Sir John Coote, Bart; Plate 56) can be closely dated to 1658/9 and the ‘Family 
of Sir John Cotton, Bart’ (Miss Brewis, Oxford) is inscribed with the date 1660. The 
Carnarvon group is signed and includes one of the gigantic busts, and is a repertory of 
Lely’s style just before the Restoration. These groups are more judiciously disposed than 
any comparable works by Van Dyck, and are the forerunners of a kind of picture which 
was to remain fixed in the British tradition. Parallel with these are two ‘fancy conversation 
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pieces’ with figures on a smaller scale, of which the most famous is the group wrongly 
called ‘The artist and his family’ in the late Lord Lee’s collection. These are probably un- 
identified subject pieces and shovdd be classed rather with the Chatsworth Europa than 
with the portrait groups. 

With the Restoration Lely became Principal Painter and his output became incessant. 
He veered over at once to a new style which accorded with the taste of the Court and 
which he had no occasion to alter for the rest of his life. 

By 1660 Lely’s prices had advanced to ^1$ for a head and j[,2S for a half-length: in 
1671 he put them up to j[^20 a head, a half-length, and ^60 for a whole-length. The 

latter seems to have remained constant, but in 1678 he was charging ^40 for half-length 
portraits. To cope with the vast influx of work he needed an extensive studio organization, 
for his time for sittings was soon booked up days in advance and sittings began at least as 
early as 7 a.m. Perhaps his most valuable assistant was John Baptist Caspars (d. 1692), a 
native of Antwerp who came to England in the 1640s and painted ‘postures successively 
for Lely, Riley, and KneMer, as well as executmg a number of copies: the backgrounds, 
ornaments, and draperies were often painted by Lankrink (1628-92), another Antwerp 
artist, who was also in independent practice as a landscape painter: Joseph Buckshom 
(Bokshom) often painted his draperies: and many other lesser names are known. At the 
end of his life he perhaps had some assistance in accessories firom the young LargiUierre. 
We can best picture the method of the studio and understand the various degrees of 
‘origmals’ which issued firom it by comparing it with that of Rigaud, from whose Livre de 
raison we have the fullest available documentation of a busy studio practice of this kind. 
Studio method was now, perhaps for the first time in England, in line with continental 
practice. 

The fertility of Lely in finding new variations of pose for ladies of assured or easy virtue, 
and for men whose appearance after 1664 was rendered increasingly monotonous by the 
perruque, is remarkable. But these poses, or ‘postures’, all have in common a Baroque 
element which is lacking in the postures of Van Dyck and Dobson, and whose beginnings 
have been noticed in Fuller. They tend to be restless, the figures are often in movement, 
and the hands are eloquent, either in repose or m gestures which, to modem eyes, are 
often fin from elegant. The ladies draw closer to them a scarf which is felling from their 
shoulders, diey make play with a glass botde or a globe or a pearl necklace, they cool 
dieir hands at a Baroque fountain, they draw up their sleeves preparatory to dipping their 
hands in water, or they seem to point to mysterious assignations m the distant groves. 
The men are more static, but they too cannot keep their hands still. By at least 1670 Lely 
had formalized these poses into numbered series and his executors’ accounts have all the 
postures numbered. An entry such as ‘58 Lord Arran (ye Ladie 57)’ reads like a dress- 
maker’s catalogue. But, in spite of this realistic attitude towards his job, Lely never became 
slack (as Kneller did) in his own practice. He was for ever refining the subtlety and 
dexterity of his technique, and those of his latest portraits which he troubled to paint with 
his own hand carry all the resources of his considerable powers to their highest pitch. 

Two femous and accessible series of portraits sufficiently indicate his style in the 1660s - 
the ‘Windsor Beauties’ (at Hampton Court) and the ‘Flagmen’ at Greenwich. Between 
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them they show the extreme limits of his powers in voluptuousness and austerity. The 
spirit of the Windsor Beauties is best indicated by de Grammont;'** ‘The Duchess of York 
wished to have a gallery of the fairest persons at Court: Lely painted them for her. In this 
commission he expended all his art; and there is no doubt that he could scarcely have had 
more beautiful sitters.’ An example with a very characteristic ‘posture’ is the ‘Ehzabeth, 
Countess of Northumberland’ (Plate 58b). Pepys fint saw the series in place m 1668 and 
calls them ‘good, but not like’. They are perhaps the most characteristic of Lely’s work, 
but are far surpassed, to modem taste, by the series of Admirals at Greenwich which were 
being painted 1666/7. Of these the ‘Sir Jeremy Smith’ (Plate 57A) shows Lely at the summit 
of his powers of drawing, painting, and interpretation. In such works Lely’s splendid 
prose borders upon the poetry of the great masters. 

At rare moments, with a favourable sitter (preferably, perhaps, not an EngUshman), 
Lely could attain even to something of this poetry. The ‘Van Helmont’ at the National 
Gallery (Plate 573), which can be securely dated to about 1671, has about it the repose of 
the philosopher and makes us assume that the postures of Lely’s Enghsh sitters were re- 
quired by their own rather than the painter’s taste. A little later, in a more modish but 
still charming vein, is the picture which probably represents ‘Lady Barbara Fitzroy’ (Plate 
58A; b. 167a), once at Ditchley and lately acquired by the York Art Gallery. This has the 
daz2hng prettiness and colour of Lely’s latest style. 

Lely has been dwelt on at this length because he is, for the historian of painting, by far 
the most important figure working in England in the seventeenth century. He established 
the types of portrait which prevailed until the romantic period, and his business-like 
phabihty to the taste of his sitters estabUshed a tradition which was first to be attacked by 
Hogarth. He was knighted ii January 1679/80 and he was buried in St Paul’s, Covent 
Garden, 7 December 1680. His place as Principal Painter in Ordinary was not filled until 
March 1684/ 5, when Antonio Verrio was appointed ‘in place of Sir Peter Lely deceased’. 

Lely’s vogue was not seriously rivalled by any of his contemporaries, although the 
chque which surrounded Queen Catherine of Braganza sought, about 1664, to spread the 
report that Huysmans ‘exceeded’ Lely. The general view of contemporaries can be taken 
from Pepys, who visited Wright’s studio after Lely’s in 1662 and remarks, ‘Lord! the 
difference’; and in 1667 Pepys notes that Lely’s ‘pictures are without doubt much beyond 
Mr Hales’s, I think I may say I am convinced: but a mighty proud man he is, and full of 
state’. Among his contemporaries there are four who deserve particular attention, Ehiyls, 
Soest, Wright, and Huysmans. 


John Hayls (Hales) 

Probably the oldest of these, and certainly the most elusive and the least important, is 
Hayls. We have no knowledge of his nationality, but he certainly worked with Miereveld 
in Holland before the latter’s death in 1641. He only comes alive to us in the pages of 
Pepys’s Diary, and the portrait of ‘Pepys’ in the National Portrait Gallery is certainly a 
version of one he was painting in 1666. This is perfectly consonant in style with the 
portraits of two of the younger children ofMontague Bertie, 2nd Earl of Lindsey (Charles 
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and Bridget), which were formerly at UfEngton and retained an attribution to ‘Hales’. 
They must date about 1653 and there is some likelihood, from a note in one of Richard 
Symonds’s noteboob, that Hayls was in Rome in 1651. Other early attributions to Hayls 
remain puzzhng.” 


Gerard Soest (Zoust) 

Soest is a more tangible figure and a better painter than Hayls, and his style is sufficiently 
mannered to make him one of the most easily recognizable of portrait painters. He was 
probably older than Lely, since Flesshier, who knew him well, thought him near eighty 
at his death, 1 1 February 1680/ 1. He is supposed to have come from Lely’s own birthplace, 
Soest in Westphalia, which would be a curious coincidence. Campo Weyerman (a dubi- 
ous authority) mentions a Joachim van Soest, by whom he certainly means this artist, who 
came to London in 1644, and there is reasonable circumstantial evidence, from the ‘Earl 
and Countess of Bridgewater’ at Welbeck, that he was here before 1650. A signed group 
in the National Portrait Gallery, mscribed (certainly incorrectly) ‘Sir Thomas and Lady 
Fairfix’ (Plate 59), is a marriage portrait of the middle of the 1650s and has a grace and 
tenderness about it which is quite distinct from Lely. It has also a deliberate sense of 
pattern and composition, independent of its portrait content and based on large, sweeping, 
curves, which was always to be characteristic of Soest. By the Restoration his manner had 
become fixed, and a portrait of an ‘Unknown Lady’ (Plate 62 b) formerly in the Twisden 
collection at Bradboume is an epitome of his later manner. The dress is a deep and striking 
cherry red: the drapery forms a series of flowing curves, independent of nature and form- 
ing folds as if made of thin plates of zinc. The whole figure is slightly pneumatic, with 
large and pulpy hands, which never quite clutch the object to which they are attached. 
These elements remain constant with Soest and give a certain mannered fascination to his 
work, though the legend was insistent in Vertue’s day that Soest did not succeed with 
portraits of ladies. But he is hardly ever uninteresting and a portrait such as ‘Major 
Richard Salwey’ (Salwey collection, Overton House), signed and dated 1663,” comes 
near to rivalling Lely’s ‘Flagmen’ of nearly the same date. Soest, however, never approached 
Lely’s vogue, and, in 1667, when Lely charged ^15 for a head, Soest’s charge was only 
;(]3. Yet this was his best period, in which he must have painted the ‘John, 2nd Marquess 
of Twceddale’ (Yester House; Plate 62 a), as can be deduced from the ‘Persian Vest’** the 
sitter is wearing. This also is signed and a dazzling display of gay colour, notably s alm on 
and silver. The same short-lived costume effectively dates what is imdoubtedly Sbest’s 
masterpiece, the signed group of ‘Cecil, 2nd Lord Baltimore, with a Child and a Negro 
Page’ (Plate 60) now the property of the State of Maryland. In this the basic pattern is 
deliberately modelled on the much earlier fi^rmula of Mytens,*'* with whose portrait of 
the 1st Lord Baltimore it was doubtless designed to match. But this imposed austerity is 
compensated for by a luxury of incidental detail, which makes it one of ffie most frscinat- 
ing portraits painted in England in the seventeenlh century. There is a flavour of the 
eccentric and of the true artist about Soest, which makes us regret that he was bom to 
such prosaic times. In later life he seems to have explored other modes than portraiture, 
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and. rpr tain fancy portraits of ladies with musical instruments have been noted (formerly 
at Coombe Abbey) and there is a justifiable temptation to ascribe to him other works 
which are not strictly portraits. A remarkable and pretty certain example has lately been 
acquired by the Boston Museum. 

Jacob Huysmans (Houseman) 

Huysmans is a much less tangible figure and remarkably few pictures can be identified 
with absolute certainty as his work. He is almost certainly the Jacob Huysmans, a native 
of Antwerp, who was apprenticed to Frans Woutcrs at Antwerp in 1649/50. He was 
perhaps a Roman CathoHc and it may well be that much of his work in England consisted 
of rehgious and hi storical works, for Vertue reports that ‘the most famous piece of his 
performance’ was over the altar of Queen Catherine’s Chapel in St. James’s. It is certainly 
with Queen Catherine of Braganza that he is chiefly identified to-day, and Vertue also 
reports that he called himself Her Majesty’s painter. The Queen’s supporters seem to have 
cried him up for a time as the rival of Lely, about 1664, perhaps soon after his coming to 
England. In that year (26 August) Pepys saw in his studio the ‘Duchess of Richmond in 
Man’s Attire’ (Windsor) and the two most ambitious portraits which remain to us to-day 
of Queen Catherine of Braganza - the ‘Queen as S. Catherine’ now at Gorhambury, and 
‘Queen Catherine as a Shepherdess’ at Windsor (Plate 64). This elaborate confection is the 
fullest epitome of Huysmans’ style, which is more nearly alhed to what one may call the 
Continental CathoHc Baroque than Lely’s Protestant idiom. It is full of allegorical refer- 
ence. The Paschal Lamb was the Queen’s emblem and the Cupid is probably an allusion 
to the child of whom she was, in 1664, hopefully expecting to become the mother. In the 
background other Cupids disport themselves, and one, who is flying, recurs in other 
Huysmans (the ‘Coke family group’ (Plate 63) and Mrs Granville’s ‘Anne Granville’.)** 
The ducks and large weeds in the foreground anticipate Wissing, and the colour also, 
with its metaUic lustre and the sharp, tortured folds, is wholly unlike Lely. With a view 
to annoying the Queen, the Duchess of Cleveland had Lely paint her in a very similar 
pose, in a picture now known only firom Sherwin’s engraving; but the opposite of this, 
Huysmans dehberately imitating Lely, has yet to be proved and it is better to reject firom 
Huysmans’ work the various versions of the Duke and Duchess of York which now tend 
to be ascribed to him. 

Huysmans’ most important picture, and the only one signed with his name in full, is 
the group of ‘Four Children of John Coke of Melbourne’ (Marquess of Lothian; Plate 63), 
in which flowers, sheep, waterfells, and a Cupid riot unrestrained.*® No more Baroque 
group was painted in England. But his signed ‘Izaak Walton’ at the National Portrait 
Gallery shows that he was equally capable of severe restraint in the Dutch manner. The 
only later dated works known are ‘Father John Hudleston’,*’ signed and dated 1685, at 
Hutton John, and a portrait of ‘Izaak Walton Junior’,*® of 1691. He died in London in 
1696 and had never been a serious rival to Lely. 

Huysmans’ was the best, but not the only example of the French style. Its extreme 
example was only a visitor to London, Henri Gascan. Just as Huysmans was pushed by 
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the Catholic chque around the Queen, Gascars was pushed by the Catholic supporters of 
Charles II’s sister, the Duchess of Orleans. It is even not unlikely that he was a French 
agent.'® He came to London about 1672 and was extremely fevoured by the Duchess of 
Portsmouth: he left soon after Princess Mary had married the Prince of Orange, and 
Louis XIV, in consequence, ceased his payments to the King (1677). He is next found, in 
1678, painting the Commissioners for the Peace Treaty at Nijmegen, which certainly 
looks suspicious. He is abundantly represented at Goodwood, but his most outrageous 
attempt to introduce the French mode is the ‘James, Duke of York, as Lord High Admiral’ 
at Greenwich (Plate 65), which appears as Gascars in James H’s Catalogue. His ladies and 
children wear torrents of lace and simper in the most Frenchified manner, and it is not 
surprising that his engraved group of the daughters of the Earl of Warwick was sold 
from Burley-on-the-Hill 20 June 1947 (73) as by Mignard. 

Michael Wright 

Far and away the most interesting and serious of Lely’s contemporaries and possible 
rivals was Michael Wright. Not only was he the only one of them who was British bom, 
he also showed the greatest promise, had the best opportunities, and seems to have had a 
considerable practice. At least sixty of his works are now known which can be closely 
dated, and a good many more are convincing attributions, for his style is easily recognized. 
At his best he is a portrait painter of high distinction, and, unlike his contemporary 
painters in England, he had come into direct contact with the best p ainting that Europe 
was producing in his own time. Yet his promise never fully materialized, and a number 
of important problems about him remain unsettled. Even his name and his origins are 
obscure. 

The tradition since Vertue’s day has been that he was a Scotsman. Vertue had the 
information from Alexander Nesbit, himself a Scotsman, who was bom at Leith in 1682. 
But an unnamed, no doubt non-juring, source independent of Nesbit and curiously cir- 
cumstantial, told Thomas Heame*° in 1715 that Wright was bom in Shoe Lane in the 
Parish of St Andrew s, Holbom; that he was converted to the Roman Catholic &ith by a 
Scottish priest and taken to Scotland, and thence to Rome. He cannot be traced in the 
Registers of St Andrew s, Holbom, but he is presumably ‘Mighelle s[on of] James 
Wryghtt baptized 25 May 1617 in St Bride’s, Fleet Street, and his appearance as a youth 
in Edinburgh is certain, for he was apprenticed to George Jamesone on 6 April 1636 as 
‘Michaell (Wright), son to James W., tailor, citizen of London’.*' What he did when his 
apprentice days were up (about 1642) is not known, but his presence in Italy in 1647 is to 
be inferred firom an etching of a ‘Madonna, after Carracci’ which is signed ‘Michael Ritus’. 
We know ftom Orlandi that he was enrolled a member of the Academy of St Luke at 
Rome m 1648,** and he appears in the list of members given by Missirini, as ‘Michele Rita, 
inglese {not scozzese ). He was the only British painter so enrolled in the seventeenth 
century , and the ftct that he was a Roman Catholic can be taken as certain. In the Academy 
at Rome he came into direct contact with the most distinguished artists of the Mediter- 
ranean world at this time, not only the native artists, Algardi, Bernini, and Salvator Rosa, 
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but the very cream of European painting (outside the Dutch). Among the foreigners 
listed in the Academy of St Luke in 1651*^ appear ‘Claudio Melan, Gioachino Sandrart, 
Nicolo Pussino, Diego de Silva Velazquez, Michaele Rita, pittore inglese’. To have seen 
Poussm and Velazquez plain is more than was given to any other British painter, but 
Wright seems only to have made himself master of the superficial qualities of the Roman 
Baroque. 

The trouble seems to have been that, in Rome, Wright became an impassioned anti- 
quary as well as a painter, and perhaps his scholarly and social interests always made paint- 
ing with him sometliing of a pot-boiling side line. Heame’s informant reported that 
Wright ‘was very well versed in tlie Latin Tongue, and was a great master of the ItaUan 
and French’, and also that he ‘made himself known to the most celebrated Antiquaries (in 
Rome), who had a respect for him, and were very ready and willing to communicate 
their Knowledge to him’. We know from Vertue that many of his gems and coins were 
later bought by Sir Hans Sloane, and from Evelyn (6 May 1664) that he had a collection 
of rare shells. It is also corroborated by Torriano^* that he made a considerable name for 
himself in Italy, but the only possible evidence for pictures done in these years is the 
record of a copy of Van Dyck’s ‘Kmg Charles iti three positions’ (Plate 3 8a) (then in 
Bernini’s possession), which appeared in an eighteenth-century sale, and a signed ‘Cleo- 
patra’ at Welbeck, probably the copy of a Guido. Again according to Heame’s informant, 
Wright then went into Flanders and became Antiquary to the Archduke Leopold Wil- 
liam,^* and it was perhaps as the result of the Archduke’s resignation of his position as 
Governor of the Netherlands in 1656, that Wright decided to return to England. His first 
dated work** is the small panel (wholly uncharacteristic of the painter in size and material) 
of ‘Ehzabeth (Cromwell), Mrs Claypole’ (Plate 66a), signed and dated 1658, in the 
National Portrait Gallery. The sitter died in 1658 and I have no doubt that the picture is 
posthumous, but it is not, as might be supposed, satirical.*’' The fact that it is on a small 
panel makes it at least possible that it was painted in Flanders. 

‘Mrs Claypole’ is perhaps the most ItaHanate portrait painted in England in the seven- 
teenth century. It is a mass of Italian emblems and seems to indicate the most dehberate 
and unblushing toadying to Cromwell, who was Mrs Claypole’s father. The relief in the 
lower left comer shows Minerva issuing from the brain of Jove and has the legend *Ab 
Jove incrementum’, which presumably refers to Mrs Claypole’s relationship with Crom- 
well. The tower and laurel are symbols of Chastity, of which the tower represents its in- 
corruptibiHty, while we know from Ripa that a branch of laurel accompanies the figure 
of Matrimonial Chastity. It is signed ‘I. MRitus’, and, for the next twenty years, Wright 
fitfully puts ‘J’, ‘Jo.’, ‘Jos’ (for Johannes) before the Michael of his signature. No explana- 
tion of this is forthcoming unless it signifies his repudiation of the Roman frith. During 
his London career he was patronized’ to some extent by Cathohe famihes (there are 
several examples of his work at Arundel and Wardour Castles), but by no means ex- 
clusively so. On the other hand, his selection for the post of Steward of the Household 
to the Roman Cathohe Earl of Castlemaine on his Embassy to the Pope in 1685 suggests 
that he had never abandoned his fiiith. Already in 1659 he was called ‘the frmous painter’ 
by Evelyn in his Diary, but he never contrived to modify his style according to the 
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prevailing Court taste and, in consequence, he always played second fiddle to Lely. He 
was, in fact, at the height of his powers in 1659 when he signed and dated the ‘Colonel the 
Hon. John Russell’ at Ham House, a picture which shows a revival of the style and spirit 
of Dobson. 

Throughout the 1660s Wright produced a series of portraits in this Dobsonesque vein. 
His men look as if they were fighting for a cause, and his women look as if they were of 
gentle birth. Occasionally, as in the ‘Sir Robert Rookwood’ of 1660 (formerly at 
Hengrave Hall), he even adopts Dobson’s trick of a classical figure in the background. A 
characteristic (but unsigned) example is the picture at Wardour Castle which perhaps 
represents the ‘3rd Lord Arundell of Wardour’ (Plate 66b).*® The pattern is original and 
the whole conception of the portrait has a quahty of nobility to which Lely never attained. 
Perhaps with proper patronage Wright might have expanded his powers to their true 
stature. Instead he was compelled to imitate the Lelyesque, if he was to secure Court 
patronage. His ‘Duchess of Cleveland’*’ (EarlofLisbume), signed and dated 1670, shows 
how he tried to add something of his Roman learning to an imitation of Lely’s voluptu- 
ousness, but it does not bring out those quahties in the sitter which were her chief capital. 
He did, however, do some work for the Court. In 1667 he painted the child ‘Duke of 
Cambridge’ (Buckingham Palace and Belvoir) and he also painted a ceiling (now 
destroyed) for Whitehall. It may have been these commissions which led him to place 
‘Pictor Regius’ (or some such formula) after some of his signatures after 1668. No ofiBdal 
appointment to justify this signature has as yet been traced. 

It is conceivable (but unproved) that Wright visited Scotland between 1662 and 1665. 
The few dated works of these years are of Scottish sitters - the ‘Countess of Cassilis’ 1662 
at Yester (an unsigned companion of her husband is at Culzean), and ‘Sir WilHam Bruce’ 
1665, in the Scottish National Portrait Gallery. 

At any rate, Wright was back in London and busy from 1667 to 1669 (at least a dozen 
pictures from these years are known) , and, in 1 670, he was considered the next best painter 
after Lely. On 19 April 1670 the Court of Aldermen of the City of London*® decided to 
have the portraits taken of the Lord Keeper and the various Justices of the Common Pleas 
and King’s Bench and Barons of the Exchequer, who had assisted in the difficult adj udica- 
tions occasioned by the Great Fire of London. After (it is reported but not documented) a 
ftilure to agree with Lely, who insisted that the sittings should be at his studio, on 
27 September 1670 a Committee was appointed to decide on a painter. The names of 
Wright, Huysmans, and Hayls were recommended to the Committee, but Wright was 
decided upon and payments to him begin 28 February 1671. Between 1671 and 1675 
Wright painted twenty-two full-length portraits at ^16 each, which remained (in, for 
the most part, sadly restored condition) in the Guildhall until the recent war. Now there 
are only two survivors in a fit state to be hung in the Library. These were perhaps Wright’s 
most considerable works and the scries by which he was fiunous to his contemporaries. 
While he was painting them he also did important work for one of the Aldermen who 
was responsible for his appointment. Sir Robert Vyner. He painted for Vyner in 1672 the 
fiill-length ‘Prince Rupert’ which, after curious vicissitudes, has found its inappropriate 
home in the hall of Magdalen College at Oxford; and in 1673 he painted the ‘Family of 
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Sir Robert Vyner’ (Studley Royal; Plate 67), the most ambitious of his later works, which 
shows a tendency in the accessories towards the French taste. 

Continental models, French or Dutch, seem in fact to have been the sources from which 
Wright sought inspiration in his later years. About 1676 we first find him putting his 
sitters into pseudo-Roman attire, as Maes was doing and other Dutch painters, and some 
of his backgrounds have a distinctly French air. The most original picture of these years is 
the ‘John Lacy in three roles’ at Hampton Court, one of the earHest actor pictures and the 
ancestor of one of the great genres of British eighteenth-century painting. This appears 
to be dated 1675 beneath its present grime, and it is tempting to associate with it, as Mr 
Collins Baker has done, the so-called ‘Highland chieftain’ (Plate 68) in the Scottish 
National Portrait Gallery, of which Lord Brocket and Lord Forteviot have other versions. 
This may well be Lacy as ‘Sawney the Scot’, but the accuracy of the costume has led to the 
suggestion of more grandiloquent names. It remains, in any case, the earHest and one of 
the best portraits in Highland dress. At the end of the 1670s Wright seems to have visited 
Ireland, and a picture dated 1679 is at Malahide Castle. He was back in England by 1683. 

From 1685 to 1687 Wright was back in Rome as Steward of the Household to Lord 
Casdemaine’s singularly fruitless embassy to the Pope, and he occupied his time in writ- 
ing an account of it m ItaHan, of which a very entertaining translation in Enghsh was 
‘printed for the author’ in 1688. He seems to have done no painting in Rome and such 
portraits as are known of the members of the embassy while in Rome are the work of 
Tilson or others. This diplomatic absence proved fatal to Wright’s portrait practice, for 
it was precisely during these years while he was away that Kneller consoHdated his position 
as Lely’s successor. No work certainly dated after his return has been traced,^* and a note 
in Verme (v, 14) shows Wright selling his books in 1694. Heame’s informant gives a 
picture of Wright forced to sell all his collections to pay his debts and then fallin g into a 
decline, and Vertue gives good authority for the staetment that he died in 1700 and was 
buried at St Paul’s, Covent Garden (no longer, it is to be presumed, a CathoHc). The only 
possible entry in the Registers is ‘John Right’ who was buried 23 February 1699/1700. 

In his best work Wright is much more sensitive to the nuances which make up a char- 
acter than is Lely: and the ladies in his portraits do not aU look Hke one another. It may 
well have been these virtues which weighed against his popularity, for the ladies repre- 
sented by all the really successful portrait painters up to and including Hudson, although 
the fashionable appearance differs from one generation to the next, all seem to have en- 
joyed looking as much alike as possible. Wright’s CathoHc background may also have 
Hmited the number of his cHents. 

By what may be no more than an accident it was another Roman CathoHc painter who 
approached most nearly to Wright in the scrupulous honesty of his presentation of char- 
acter - Pieter Borsselaer. He was a Dutchman and is documented as painting chimney- 
pieces at Middelburg in 1684 and 1687, but he was working in England in the 1660s and 
1670S.5* Little of his work is known, but what survives shows a distinguished and severe 
sense of character, particularly with elderly sitters. His portrait of ‘Sir WHHarn Dugdale’ 
(Merevale Hall) is signed and dated 1665 and is accompanied by a portrait of ‘Lady 
Dugdale’. There is a kinship with Soest in the form of the hands and a certain melancholy 
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seems to pervade all his portraits. In December 1673 ‘Petrus Busier, Lymner’ of St Peter- 
le-Poor, Broad Street, was indicted for recusancy and the same charge appears in 1 678 and 
1679 for a Petrus Busier of St Gregory’s, though he is styled ‘generosus’ and not ‘lymner’ 
under these dates. It is probable that he returned soon afterwards to Holland. 

Lely s immediate Pupils: Greenhill, Wissing, etc. 

We only hear of Lely recommending to the King the work of painters (such as Verrio 
and Roestraeten) who were not portraitists and thus were not likely to rival his own 
monopoly. Most of his own pupils were kept tied closely to the studio and were engaged 
in executing copies directly after the Master, or the accessories in his own pictures. A few 
of these emerged as portraitists on their own after Lely’s death, but only one pupil of 
Lely’s earlier time achieved independence - John Greenhill - and he predeceased his 
master. 

Greenhill is an interesting figure as one of the few British-born painters of this age who 
showed real promise, but his career was cut short by dissipation. He came from a family 
of substantial yeomen of Steeple Ashton, Wilts., and was probably bom at Salisbury 
(where his ftither became Diocesan Registrar). The date of his birth is usually given as 
1644/ 5 on the slender ground that his younger brother, Henry, is known to have been bom 
in 1646; but he may well have been bom about 1640, or even earlier. He went to London 
as a yoimg man to become Lely’s pupil and his apprentice years were at any rate over 
by 1665 when he signed and dated a ‘Portrait of a Mother and Child’.^^ Style and hair- 
dressing in this picture of 1665 exactly agree with the ‘First Mrs Cartwright’ at Dulwich 
(Plate 70B), signed ‘J. G.’, which we would be unable to date on other grounds. In the 
Cartwright bequest to Dulwich there are four portraits authenticated as by Greenhill from 
Cartwright s list of 1687: a head of the Duke of York, Cartwright’s first wife’s picture 
‘like a shepherdess’, a portrait of Greenhill himself, and a ‘Man with a Bald Head’. This 
last (No. 374) is signed ‘J. G.’ and could well be an actor’s portrait in a character part, and 
it is significant that it is wholly unlike Lely. The other two pictures at Dulwich now called 
Greenhill are presumably not by him, as they are not so called in the 1687 Hst. But the four 
certain examples may be taken as a standard for GreenhiH’s early style of c. 1664/5, and are 
nearer to Soest than to Lely. In 1667 Greenhill did his one known etching, a portrait of his 
brother Henry: and it is not until about 1673 » when we next meet him for certain, that his 
imitation of Lely is very close. The ‘Seth Ward, Bishop of Salisbury’ (Salisbury Guild- 
hall) was commissioned from Greenhill in October 1673 ; and a portrait of ‘Sir John 
Oxenden, and Bart (Lady Capel Cure sale, ao November 1931, lot 33) is dated 1673 as 
well as signed. The posture in the latter is one Lely was using about 1670/ 1 and the 
picture is hardly to be distinguished from a Lely studio work. Later still, Greenhill escaped 
from this servitude to Ldy and was branching out with a style of bust portrait which 
anticipates Riley, when death overtook him, 19 May 1676. 

Only three portraits are known of this last phase of Greenhill, which is much the most 
interesting - the Captain John Clements’ at Greenwich (which has always been ascribed 
to Greenhill); another portrait of a ‘Naval Officer’ at Greenwich (Plate 70A), withJG 

74 



THE AGE OF LEIY 


in a monogram, which was sold at Lord Kinnaird’s sale, 21 June 1946 (71), as ‘Admiral 
Grenfelt’ hy Sandrart; and a portrait of Thomas Weedon, with a similar monogram, in 
the Earl of Ellesmere sale, 1 8 October 1946 (93 ) . The last suggests a possible date, as it may 
be a marriage portrait of 1675,^+ so that this group would represent Greenhill’s final style. 
There is something sturdy and solid about these pictures which foreshadows the style of 
the generation which succeeded Lely, of which Greenhill would seem to be the pioneer. 
The Cartwright portraits showed that Greenhill was already associating with players at 
the outset of his career, and it was this association which was his undoing. The society he 
kept in his latter days is sufficiently indicated from the fret that Mrs Behn (for whom he 
nourished a passion) and Lord Rochester wrote poems on his death. 

The most important of Lely’s later pupils, who emerged into independence on his 
death in 1680, was Willem Wissing. Like Greenhill he too died in his thirties, just as he was 
developing a style of his own: but it was a style neither sturdy nor restrained. The essential 
frets about Wissing’s life can be extracted from the fulsome Latin of the monument put 
up to his memory by John, Earl of Exeter, in St Martin’s, Stamford-^s He was bom at 
Amsterdam in 1655, was a pupil of Lely, and had spent some time in France. His early 
training took place at The Hague, whence he came to England in the latter part of 1676 
and he presumably entered Lely’s studio at once. In the accounts of Lely’s executors he 
appears as one of the assistants and it may well not have been until after Lely’s death that 
he went to France, where he picked up a passion for metallic flowers, huge weeds, and a 
generally frenchified line in accessories. Dated works in England begin to be numerous in 

1684 and he certainly painted ‘Charles 11 ’ (St James’s Palace). On the accession ofjames 11 
he found particular favour with the new King and was sent to Holland in the summer of 

1685 to paint the Prince of Orange (signed versions at Penshurst and St James’s Palace, 
etc.). On his return he painted the whole royal family, and mezzotints after a series of 
‘originals painted by Mr Wissing’ are advertised in the London Gazette for 19/23 August 
1686. But his chief patrons during his last years (1685-7) were a group of allied frmilies in 
Lincolnshire and the surrounding coimties. His first patron in the group was Sir John 
Brownlow, whose wife he painted at full length in 1685: this is still at Belton together 
with the portrait of the infant ‘Elizabeth Brownlow’ (Plate 71B) surrounded by a veritable 
shrubbery of exotic weeds. The same tendency appears in other children’s portraits of this 
date and in a number of full-lengths (Grimsthorpe Castle and elsewhere). Finally Wissing 
was taken up by the Earl of Exeter, and he died at Burghley while painting what is 
certainly his masterpiece, the young ‘Lord Burghley’ with dog and gun (Plate 71A), 
which is still at Burghley House. Wissing has been damned by recent writers as the apex 
of vulgarity in seventeenth-century portraiture, but this last picture of his (which is finer 
than the mezzotint suggests) shows him working in the tradition which runs from Van 
Dyck to Reynolds, and he might well have developed into a painter of distinction. All his 
known work was crowded into four years and he was at least as popular as Kneller during 
these years. His death left the way open for KneUer’s all too undisputed supremacy. 

Of the other personalities involved in Lely’s studio after his death we know little. The 
man who finished most of the pictures seems to have been Sonnius, of whom little more 
is known than that Roger North called him ‘old and touchy’ in 1687. One of Lely’s chief 
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hands, however, must have been Thomas Hawker, who, apparently in hopes of succeed- 
ing to Lely’s practice, took over Lely’s house and studio from 1683 to 1685, but had finally 
to be ejected for insolvency. There is a full-length in robes of the ‘First Duke of Grafton’ 
(Euston HaU), of about 1680/1, which is engraved as by T. Hawker, and the signature 
‘Tho Hawker Pinxit’ appears on a charming oval bust of the boy ‘3rd Earl of Rochester’ 
at Hinchingbrooke, of about the same date. Both these owe everything to Lely and have 
nothing individual about them. The only other known work is a group of ‘Five children 
of Theophilus Leigh’, about 1696, at Stoneleigh Abbey, whose signature once read 
‘THawker fecit’. This shows an adaptation of the Lely manner to the Kneller style and 
has a certain rustic charm. The same Hawker, presumably, was living in Covent Garden 
and patronized by the Leighs’ kinsman, the future Duke of Chandos, in 1700 and 1701. 
There is no evidence to equate him with the ‘Edward Hawker, painter’ who is recorded 
by Vcrtue as aUve m 1721 aged about eighty. But a Thomas Hawker was buried at Covent 
Garden 5 November 1699. 

The most devoted follower and copyist (she was hardly the pupil) of Lely was Mary 
Beale. Bom Mary Cradock, she was baptized at Barrow, in Suffolk, where her father was 
the incumbent, 2 March 1632/3. In 1651 she married Charles Beale and she was already, it 
would seem, an amateur painter. She decided to become a professional about 1654, when 
she settled in Covent Garden.’® Nothing certain, however, is known about her work until 
about 1671. From that year to 1681 we have transcripts of several of her husband’s diaries, 
which cover six years and give a record of her work. About 140 portraits are recorded 
for these six years, a number being copies after Lely, and a goodly proportion of the 
sitters being clerical. Enough of her work has been identified to show that, with the 
exception of an occasional portrait of a sympathetic sitter, she was a drab and unoriginal 
follower of Lely’s manner - at any rate after 1670. She particularly affected heads in 
feigned stone ovals adorned with fruit in stone. She was buried at St James’s, Piccadilly, 
8 October 1699.’’ 

Among Lely’s professional copyists should be mentioned Theodore Russel (Rousel), 
baptized at London 9 October 1614 and at firstapupilofhis uncle, Comeliusjohnson, and 
later of Van Dyck. He specialized in neat, small-scale copies of Van Dyck and, later, of 
Lely, and survived until 1688/9. A female amateur who painted her own portrait in the 
style of Lely and also did small-scale pictures, both portraits and mythologies, was Miss 
Anne KiUigrew,’* who died in 1685 aged twenty-four. 

Minor London Painters 

Bare mention must suffce for a few painters known only from occasional works. One 
Robert Mallory, a City painter (documented c. 1653—88), was perhaps the vendor rather 
than the painter of the ‘Walter Pell’ which hangs under his name in the HaU of the 
Merchant Taylors Company. William Trabute of St Anne’s, Blackfriars, by whom there 
is a signed portrait of 1670 in the Oldswinstead Hospital, Stourbridge, was indicted for 
recusancy in 1673, and a portrait, said to be signed and dated 1677, is reproduced in The 
Ancestor, xn, 17. Thomas Sadler, whose parents married in 1645, is best known for his 
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signed portrait of ‘John Bunyan’ of 1684, and another portrait, of ‘Mary Bryan’, signed 
and dated the same year, belonged to Sir Bryan Godfirey Faussett; Walpole, on good 
authonty, says he was a friend and pupil of Lely and took to miniature painting in his 
later years. Mattliew Snelling (workmg 1647 to 1672) was also mainly a miniature 
painter, but a very feeble portrait of ‘Dr Baldwin Harney’ belongmg to the Royal College 
of Physicians (to which it was presented by his nephew in 1700) has always been ascribed 
to Snelling, although his initial is now given as ‘J’. 

Painters in the Provinces 

By the latter part of the seventeenth century it was becoming increasingly frequent to find 
a portrait painter estabHshed in the larger provincial towns. A few examples may be given 
for widely separated areas. In York, which developed a considerable artistic hfe of its 
own at the turn of the century, a portrait painter named Comer was settled for a number 
of years. Charles Beale mentions him on a visit to London in 1677 and there are bills for 
his work at Welbeck dating 1683 and 1685. At Welbeck a group of fuU-length portraits 
in the style of a scholar of Lely can be associated with the bills. Movmg across the country 
to Cheshire, a portrait painter, Thomas Gomersall (Gumerson), said to be of Chester, was 
married at Wrexham in 1670,^® and was Hving at Wrexham in 1671 and at Shrewsbury in 
1675/6: in 1682 and 1683 there are payments to him for portraits in the Chirk Castle 
accounts. AJercmias Vandereyden, a pupil of Hannemann at The Hague in 1658, received 
payments (Belvoir MSS.) in 1675 and 1676 for work for Lord Roos, and was buried at 
Stapleford, Leicestershire, 17 September 1695, under the name of ‘Jeremiah Vanroyden’. 
Among the Salisbury Corporation accounts'*® there are payments in 1672 and 1683 to 
Christopher Gardiner of Bristol, painter, and some of his uninspiring works survive. At 
Oxford, thanks to Mrs Lane Poole’s researches,'** rather more is known. The tradition of 
Sampson Strong was carried on by John Taylor, who became Mayor in 1695. He was 
perhaps hving in London in the Parish of St Botolph, Bishopsgate, where he married in 
165s, but his Oxford residence and activities begin about that year, and he continued at 
Oxford for forty years, doing portraits for the City, the University, the Colleges, and 
Christ’s Hospital, Abingdon, a good many of which survive. Mention should also be 
made of James Gandy (1619-89), who is said to have settled in Ireland about 1661 and had 
a good practice there; I have never seen a documented example of his work. 

Occasional Foreign Visitors 

A few foreign painters of a more ample reputation worked for periods of varying length 
in England. There is httle to justify the interesting legend of Rembrandt’s brief residence 
at York in later Hfe, but one of Rembrandt’s pupils, Samuel van Hoogstraeten (1627-78), 
worked in London from 1 662, tmtil the Great Fire of 1 666 led him to return to Dordrecht. 
The only portrait so &r known from these years is that of ‘Thomas Godfrey’ (Sir Bryan 
Godfrey-Faussett), signed and dated 1663, but he made a name for himself by ingenious 
perspective inventions. Pepys admired one of these (19 January 1663) in Mr Povy’s closet, 
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and that is probably the ‘Perspective of a Corridor’ dated 1662 at Dyrham Park (Glos.), 
where there is also another very large ‘Perspective of a Court Yard’, 

Benedetto Gennari (1633-1715), a nephew of Guerdno, was taken into the employ- 
ment of Charles II and much employed on religious painting for the Crown, for which 
the Queen’s Cathohc Chapel made considerable demands. He reached England in Sep- 
tember 1674"** and remained until the Revolution of 1688. A good many of his mytho- 
logical p ainting s, authenticated by the James II Catalogue, are still among the store-rooms 
at Hampton Court. In 1687 he was" painting various pictures for the Chapel at Whitehall 
and he completed the ‘Nativity’ for the High Altar in 1688: all of which were paid for 
out of the Secret Service money of James II. He also painted a great many portraits of 
leading figures about the Court, most of which remain to be traced. But his Italian style 
left no traces in England. 

Nicolas de LargiUierre (1656-1746), although he belongs to a later European genera- 
tion, should be mentioned here, since he was one of the latest recruits to Lely’s studio. After 
entering the Antwerp Guild as Master in 1672, he came to London in 1674, an accom- 
phshed firuit and flower pamter. It was in Lely’s workshop that his talents as a portraitist 
first developed, andhe probablyremained attached to it until Lely’s death in 1680, although 
he painted a few portraits on his own in England, which are only known from engravings. 
A signed ‘Still-life’ of 1676 was in Lord Damley’s sale, i May 1925 (40) : and ‘Two Bunches 
of Grapes’, signed and dated 1677, belonging to Mr Lugt at The Hague, show great 
delicacy and accompUshment. These mark the beginnings of still-Hfe painting in England, 
a genre which never found much ft.vour. LargilMerre left London for Paris in 1682, im- 
pelled by the Test Act, but he returned for a short visit in 1685/ 6 to paint the new King 
and Queen. Mezzotints after these are advertised in the London Gazette, 9/13 December 
1686. He carried something of the spirit of Lely to France, but left no mark of his own on 
British painting. 

The still-hfe tradition, in a rather original vein, was also successfully practised by 
Pieter Roestraeten, a native of Haarlem and son-in-law of Frans Hals. Bom about 163 1, he 
was apparently in London by 1666, and at first painted scenes of peasant geiure. There are 
half a dozen of such pictures, signed and dated between 1672 and 1676 at Ugbrookc, 
showing a Surgeon, a Cobbler, a woman plucking a turkey, and other domestic scenes. 
But Roestraeten’s main forte was a new kind of stfll-Hfe, in which wrought plate, silver, 
or ivory tankards, and the like, form the main ingredients. These are not uncommon in 
moderate size, and an enormous example, dated 1678, is at Chatsworth. He was buried 
at St Paul’s, Covent Garden, 10 July 1700. 

■ AnotherDutchman, the Leyden painter Edward Collier, did variations on this kind of 
stiH-Kfe with letters, gazettes, globes, and so on. He appears to have been in London for a 
short ^e about 1695/8, and the last known date for idm is at Leyden in 1706. It should 
’ W teiharked tl^t Dutch painters seem to have done still-hfe arrangements of this kind in 
Ho&id with. English letters and newspapers - presumably for the Enghsh market. Lord 
Lothian seems to have been a particular patron of this kind of painting, for there remain 
at Nftwbatfle Abbey examples of Roestraeten and ColHer and the sohtary signed ‘Flower 
Piece’ of B. Ferrers (d. 1732) done in Britain on a short visit and dated 1695 (or 97). 
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History Painting 

Vertue records the names of a number of history painters of whose works no trace remains 
to-day; but decorative history on walls and ceihngs, which was to expand to real import- 
ance in the hands of Verrio and Laguerre, finds its beginnings in the personality of Robert 
Streeter, who left no branch of pamting untried and would have been a universal genius 
had he been endowed with the requisite talent. Pepys speaks of his ‘perspectives , and these 
may have been pictures m the vein of Hoogstraeten, but his main reputation was for 
landscape and history. The traditional date of his birth is 1624 and he died early in 1679. 
He was certainly trained abroad, already had a high reputation in England by 1658, and 
was appointed Serjeant Painter by Charles II at the Restoration in 1660 - presumably as 
the most handy, British-born, painter-of-all-work available. The Earl of Bedford bought 
a landscape from Streeter for his bedroom (presumably for a chimney-piece) in 1660 for 
5(^4 105 (Woburn MSS.) and the one landscape by him known, the ‘View of Boscobel 
House’ (Hampton Court; Plate 72), which appears as by Streeter in the James II Cata- 
logue, may well have been painted not long after the Restoration. It is not pure topo- 
graphy and shows some of the resources of art, and must count as the first respectable 
ancestor of the ‘country house portrait’ which was to become a popular genre in the 
eighteenth century. Two rather nondescript ‘Prophets’ exist at St Michael’s, Comhill,^^ 
but the most important of Streeter’s surviving works is the ceiling of the Sheldonian 
Theatre at Oxford, painted in 1668/9. A variety of allegorical figures appropriate to the 
building are arrayed in the heavens, from wliich they spread tlieir benign influence. 
Mosaical Law, the Gospel, History, Divine Poesy, Mathematics, Astronomy and Geo- 
graphy, Architecture, l^etoric, Law, Justice, Physic, Logic, Printing, and Truth are the 
principal figures, and the whole is disposed with at least the science of the painters of the 
Italian or French baroque. The execution may be unselect and the whole ceiling be a very 
minor example of a form common enough in the rest of Europe, but it is not in the least 
amateurish in compositional resource. But though the fashion may have been set by 
Streeter, it was more profitably and amply exploited by foreign visitors whose reputation 
it is difficult for us to understand to-day. 

Landscape 

There was no shortage of landscape painting in England at this time, but nearly all of it 
was of poor quality and most of it was unrelated to the English scene. Lankrink, who 
painted backgrounds for Lely, continued painting landscapes in the style of Gaspard 
Poussin or Francisque.^ He was buried at Covent Garden ii July 1692. Jan Loten (d. 1681) 
painted scenes in the Dutch taste; Robert Aggas (d. 1679) had a considerable reputation, 
and one of his works remains in the Painter-Staincrs’ Hall: other names have been pre- 
served by the piety of Colonel Grant, and one may add, for landscape painters in the 
provinces, the record of one Thomas Francis, who was pamting ‘landscapes for chimney 
pieces’ at Chirk Castle in 1672. 
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Apart from Streeter, however, the only two names of note are Hendrick Dankerts and 
Jan Siberechts. Dankerts (whose elder brother John was a history and portrait painter and 
also worked in England) became Master in The Hague Guild in 1651 and accompanied 
his brother to Italy in 1653. He married his first wife m the Catholic Chapel Royal in 
London 24 October 1664 and was thenceforth a good deal employed by the Crown. 
Hampton Court and the back passages of Windsor stiU contam a number of his land- 
scapes. He specialized, however, in views of famous places which he turned out to pattern. 
In 1669 he did for Pepys views of Windsor, Whitehall, Greenwich, and Rome, and the 
Earl of Bedford bought from him in 1675/6 ‘a landscape of Plymouth and the citadel 
there and parts adjacent’ for ^10. No doubt he had made drawings on the spot, which 
he kept as his stock-in-trade for turning out to order views of famous places. He left 
England about the time of the Test Act in 1678 and died in Amsterdam apparently early 
in 1680. 

Jan Siberechts is at times a good deal more interesting.'*® He was baptized at Antwerp 
29 January 1627 and was a fully formed lansdcape painter when he came to England some 
time between 1672 and 1674, perhaps on the invitation of the Duke of Buckingham. 
He too was a CathoHc and one of his daughters was employed m making lace for the 
Queen’s pious purposes. He remained in England until his death, which traditionally took 
place in 1703. Although the bulk of his paintings executed in England are simply land- 
scapes in the Flemish style •with Flemish peasants, occasionally a hint of the English scene 
creeps in. There is, however, a group of paintings which show him as the fiirst professional 
exponent of the ‘country house portrait’. As early as 1675 and 1676 he painted views of 
‘Longleat’ which still belong to the Marquess of Bath, he painted Chevely in 1681 (now at 
BelvoirCasde),andin i694hewasstmimonedtoChatsworthto paint the old house before 
it was demolished. This picture only survives in what is probably a later copy by Richard 
Wilson, but a drawing at Amsterdam inscribed ‘By Chatsworth in Derbyshire 1694’ is the 
first fresh and sincere view of one of the wilder pieces of British scenery done by a com- 
petent artist and 'without any attempt to Italianize the scene. In 1695 he painted for Sir 
Thomas Willoughby a more or less topographical view of ‘WoUaton Hall and Park’ 
(Lord Middleton), and a number of other pictures, one of which (undated), a ‘View of 
Nottingham and the Trent’ (Plate 73), has claims to be nearly the be ginnin g of British 
landscape painting. He must luve travelled extensively in these years, for there is a ‘View 
of Nannau Hall and Park’ in Cardiganshire dated 1696; another ■view of a country house, 
dated 1697, was in the Wanstead sale in 1822; and in 1698 he signed his last kno'wn work, 
a panoramic prospect of ‘Henley on Thames’.^ This aspect of Siberechts has been 
neglected in ftivour of his better-kno'wn and more conventional pictures, but he has 
better claims than anyone to the title of the ‘frther of British landscape’. 

Sporting Painting: Francis Barlow, etc. 

It is refreshing and unexpected to come upon so simple and honest a painter as Francis 
Barlow in a period such as this. There is about him ■friat tinge of amateurishness which 
clings to so much of the best British painting, married to frithfiil observation of nature 
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and to honesty. In one of Thomas Rawlinson’s notes he is felicitously called ‘a happy 
painter of birds and beasts’, but he is a httle more than that, though birds and beasts were 
his main 'Subject. He was probably (as he calls himself) a Londoner, but an early tradition 
(found in Peck’s Desiderata Curiosa, 1732) calls him ‘Barlow of Lincolnshire’. The date of 
his birth is uncertain, but he was probably bom in the 1620s and he first emerges as an 
etcher in some illustrations to Benlowe’s Theophila, 1652. The text on the portrait title- 
page of that book (which was perhaps also engraved by Barlow) cunously enough uses 
in Hs praise the same expression of approval as Lovelace has used of Lely in 1647: ‘Where 
others’ art smrpast you find / They drew the body, he the mind’. As early as 1653 Richard 
Symonds records that he received ,(^8 for a picture of fish, and Evelyn in 1656 {Diary, 
1908 ed., p. 1 88) calls him ‘the famous painter of fowls, beasts and birds’. A typical example 
is ‘An Owl mocked by small Birds’ (Plate 74), one of a pair of overdoors at Ham House, 
of which the compamon (which is much damaged) is signed and dated 1673 . No doubt it 
lacks the elegance of Baroque pattern with which Hondecoeter orchestrated his arrange- 
ments of fowls, but it is not without a feeling for design and it reveals that loving observa- 
tion of animal structure and character which was to achieve its greatest exponent in 
Stubbs. Barlow must have watched with close attention all manner of creatures. In the 
half-dozen, mainly vast, canvases in Lord Onslow’s collection^’ which Evelyn saw at 
Pyrford and one of which is dated 1667 there is a veritable anthology of wildfowl and 
waterfowl, as well as a fiieze of closely characterized hounds. There is a Uvely picture at 
Parham of a hound holding on to the leg of a flying gamebird, and among a group of 
Barlows at Shardeloes (one of which seems to have on it the date 1696) there are carp and 
a huge pike, as well as a charming full-length portrait of a boy. His most ambitious and 
remarkable painting, however, is the large portrait of ‘Arthur, 3rd Viscoimt Irwin’ 
(Temple Newsam House, Leeds; Plate 69), which, though unsigned, is assuredly by 
Barlow and must date about 1700. He stands loading a gun in a brown rocky landscape, 
amid closely observed plant forms. A dog, a hare, a pheasant, a woodcock, a flight of 
duck and other birds all form part of the picture. Perhaps Barlow did not do very many 
paintings (not many are known), for he could never resist crowding them with animal 
Hfe. His drawings, mainly for engraving, and his own etched illustrations are numerous 
and cover many fields of sport untouched by his known paintings. He is the real &ther of 
British sporting painting and one of its more distinguished exponents. 

A contrast to Barlow is provided by the Rotterdam painter, Abraham Hondius, who 
had travelled in Italy before he settled in London about 1666. He died in London about 
January 1695, andpainted all manner of subjects, but speciaHzedinanimal scenes, usually of 
some savagery. His technical equipment was fiir superior to Barlow’s and he had a con- 
siderable sense of Baroque design, but there is a lack of humanity and of loving observa- 
tion about all his animal paintings, which, by comparison, throws Barlow’s virtues into 
relief. 

Knally, one should mention the first appearance during this period of a minor form of 
portrait painting which was long to remain next in popidarity with British patrons after 
the portraits of their immediate fiimily - the painting of their prize-winning animals- An 
obscure portrait painter named Otto Hoynck, from The Hague, where he became a 
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Master in the Confir^rie in i66i, came to England, where he became ‘painter to the Duke 
of Albemarle/® He is last recorded m an Amsterdam document (perhaps his will) of 1686, 
but the point of interest about him is that he signed a picture of a greyhound (Sir Archi- 
bald Buchan-Hepbum sale, 23 February 1934, lot 138) which was the winner of Lord 
Shaftesbury’s collar in 1671 and of the Duke of Albemarle’s collar in 1672. The picture is 
dated 1675/6 and is the first example of its class at present known. 

Miniature Painters 

Although the absolute pre-eminence which miniature painting achieved in the time of 
Hilliard was not maintained throughout the seventeenth century, the miniaturists of 
Lely’s day were sufficiently important to require attention here. From the close of the 
century they can be omitted from a general history of painting in Britain. 

Peter Oliver, the eldest son of Isaac Oliver, was born about 1594, and was buried in St 
Anne’s, Blackfriars, 22 December 1647. Although a competent painter of portrait minia- 
tures, he was of nothing like the importance of his father, and he specialized in miniature 
copies after Italian paintings. More remarkable was his near contemporary, John Hoskins, 
whose first signed works date from the 1620s. Hoskins emerges from the style of Isaac 
Oliver and had evolved, by the time of his death on 22 February 1664, a new style parallel 
with Lely’s style in portraiture. He has not yet been altogether disentangled from his son, 
another John Hoskins, but, as no dated works by either are known from after 1664, it is 
almost certain that the elder Hoskins was the only one of the two to count. The elder 
Hoskins was hmner to Charles I, who granted him in 1640 an annuity of ^200 a year for 
life - but he must already have been, by that date, employed by the Crown for a number 
of years. His real importance lies in the fact that he was the imcle and teacher of Samuel 
Cooper, who stands, with Hilliard, as one of the two greatest British painters in miniature. 
Cooper, like Hoskins before him, executed a number of minia tures which were reductions 
in little after portraits by Van Dyck or others, but the great bulk of his work was clearly 
from direct sittings. After the end of the century the work of the professional miniature 
painters became more and more a matter of reprodudng large paintings by others in little. 

Samuel Cooper is a somewhat mysterious figure. He was bom in 1609 and died in 
London on 5 May 1672. After Van Dyck he was certainly the most widely cultivated 
artist of his age in Britain, and he had the biggest international reputation in his own day 
of any British painter. His prices were at least on a level with Lely’s and we know that 
Pepys, in 1668, paid Cooper ^(^30 for a miniature of his wife, without the frame. Cooper is 
generally supposed to have worked with Hoskins at least until 1634 and he is known to 
have travelled extensively on die Continent. These travels must be fitted in before 1642, 
when the dated series of his works begins. In the 1640s he painted Royalists and Parlia- 
meatarians alike and his portraits of Cromwell and his near associates are much the most 
distinguished likenesses of die chief figures of the Commonwealth. This did not prevent 
his being appointed limner to Charles H; and he painted most of the chief persons of the 
Restoration Court. Mhiny of his miniatures are thus of the same sitters as Lely and we may 
compare the interpretation of the two artists. There can be no doubt that Cooper is always 
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the better artist when any qualities of refinement are called for. His talent has a feminine 
dehcacy about it, it is a wood-wind instrument by comparison with Lely’s brass. 

The next generation is best represented by Thomas Flatman (1635-88), a gentleman 
by birth and education, and Lawrence Cross (or Crosse), who died in 1724, aged over 
seventy."” 


Painting in Scotland 

An otherwise unknown painter who signs himself L. Schunemann appears to have been 
working in Scotland in the later 1660s. A portrait of ‘Lady Margaret Hamilton’, signed 
and dated 1666, was in the Hamilton Palace sale in 1919,®° and the Scottish National 
Portrait Gallery has a signed ‘Duke of Rothes’, probably painted soon after he became 
Lord Chancellor in 1667. The several painters of the name of Scougall, however, seem 
to have been the leading portrait painters in Scotland at the time, although there is some 
confusion about them. A more or less putative John Scougall, whose supposed ‘Self- 
portrait’ is in the Edmburgh Gallery, has already been mentioned among the contem- 
poraries of Mytens. But it may well be that this portrait is rather later th a n it looks and is 
by the first of the Scougalls for whom there exists anything like a historical documenta- 
tion - David Scougall. He appears under date 17 May 1672 in Sir John Fouhs of Ravel- 
ston’s Account Book, and two gentle and rather timid Htde companion portraits of the 
‘First Marquess of Lothian’ and the ‘Marchioness of Lothian’, now in the Scottish 
National Portrait Gallery, are dated 1654 and that of the lady is inscribed (rather than 
signed) ‘Dd Scougal’. These do not agree at all in style with the accredited works ofjohn 
Scougall. 

John Scougall, who was known in later hfe - to distinguish him from his son, George - 
as ‘Old Scougal’, is a fairly clear figure and was the leading portrait painter resident in 
Edinburgh during the last quarter of the century. He died at Prestonpans in 1730 at the 
age of eighty-five and he probably gave up painting about 1715. The first certain reference 
to him** is in the accounts at Penicuik House for November 1675 : ‘To John Scougall for 
2 pictures ^36’ (i.e. ^^36 Scots = ^3 sterling). These pictures can fairly confidently be 
identified with the portraits of (presumably) ‘Sir John Clerk, ist Bart’ (Plate 75A) and 
‘Lady Clerk’ (Plate 75B) still at Penicuik. They are his best and most sensitive portraits 
at present known and I am inclined to see in them something of the influence of Michael 
Wright, who was perhaps in Scotland in the 1660s. Among the Wemyss Castle accounts 
are three for portraits signed by John Scougall in 1692, 1694, and 1697, and his name occurs 
several times in Lady Grisell BaiUie’s Household Book®^ firom 1696 to 1705. Among the 
pictures at Mellerstain which descend from Lady Grisell are several inscribed in a band 
of the 1720S ‘Scugal P.’ or ‘Old Scugal P.’ - ‘Mrs Kirktown’ 1694, ‘Rachel Baflhe’ 1696, 
‘Grisel and Rachel BailHe’ as children 1698, and ‘Patrick, Lord Polwarth’ 1700. These are 
much harder and more perfunctory than the Penicuik pictures and we must assume that 
Scougall’s quahty steadily deteriorated as his age advanced. He worked for the Glasgow 
Town Council in 1708/12 and 1715, painting portraits of Kings and Queens which are 
mainly feeble copies after stock designs by Kneller. From 1715 to 1724 there are various 
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payments to his son George Scougall, whose style is almost beneath consideration. 
Portraits m the style of John Scougall are fairly numerous in Scottish collections, but some 
of them are probably by David Paton. 

David Paton is best knovm as a mimaturist. Copies of plumbago miniatures after 
Samuel Cooper of Charles 11 , dated 1668 and 1669, are at Ham House and Drumlanrig, and 
the Duke of Hamilton possesses three frames, each containing five plumbago miniatures, 
which are signed on the mounts ‘David Paton fecit 1693. Edinburgh’. But he also painted 
in oils, as early engravings testify. The original of the engraved ‘Thomas DalyelP (d. 1685) 
appears to be the picture at The Binns, and the original of the engraved ‘Sir John Nisbet’ 
(i 1687) is at Winton Castle. This latter is very close to Scougall in style. The last date at 
present known for Paton is a receipt among the Wemyss Castle accounts, dated 26 March 
1697, and signed ‘David Paton, Leith’. 

A journeyman painter, for whom mention is almost more than sufficient, Jacob de 
Wett, contracted in 1684 to paint one hundred and ten (largely legendary) Kings for 
Holyroodhouse, where they remain. And he did similar work at Glamis Castle 1688/9. 
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1. Joacbmvon Smdr2Lrt,Academie derBau^,BiId- 
und Mahlerey-^Kmste von 167s t ed. A. R. Peltzer 
(1925). 355 - 

2. It has been fashionable in recent years to plump 
for Soest in Holland and to treat Houbraken’s evi- 
dence as an invention. But Lely, on his naturalization 
in 1661/2, called himself of the Dukedom of Cleve, 
which presumably involves Soest in Westphalia: 
sec Publications of the Huguenot Society ^ xvm (1911), 
82. 

3. Houbraken and others say he came over in the 
train of William of Orange for the marriage in 1643 : 
but the marriage was in 1641. The two portraits of 
the Prince and Princess said to have been painted on 
this occasion have been identified with: (a) the 
originals of two portraits in the Earl of Crawford*s 
possession, one of which is by or after Hanncmann, 
while the other is ten years later than 1641; (b) pic- 
tures conveniendy signed ‘P. van der Faes’ of which 
a ‘Princess Mary’ is published in Burl Mag,^ Lxxxn 
(Apr. 1943), 100, signed ‘Peter van der Faes 1641’, 
and a ‘Prince William*, signed ‘Van der Faes Pinxt. 
aet. 26’, was in a sale at the Anderson Galleries, New 
York, 21 Jan. 1927, lot 85 . 1 do not believe in either 
of these. The only odier evidence for Lely being in 
England before 1643 was the date of ‘1642* said to be 
on the head of ‘James, Duke of York* at Syon House, 
but this has turned out to read 1647. 

4. Lely’s subject pictures have been so wholly and 


imdeservedly neglected in the literature that a few 
more may be noticed here. A favourite subject was 
‘Susanna and the Elders’, of which an early version 
(before 1650?) is at Birmingham, and later versions 
at Burghley House and in the Neeld sale, 13 July 
1945, lot 98, as Viaoors; m the reserves of the 
Louvre is an ‘Atalanta & Meleager’; in the Baroda 
Gallery a ‘Judith’; a ‘Boys blowing Soap Bubbles* 
was in Earl FitzwiUiam’s sale, ii June 1948, lot 38; 
and a curious ‘Idyll* was lent to R.A. 1938, no. 46, by 
the late Sir Edmund Davis. The only post-Restora- 
tion ‘subject pictures* are those which represent the 
lighter ladies of the Court as ‘Venus’ (at Penshurst 
and formerly at Lowthcr Castle) or as the ‘Mag- 
dalen’ (at Kingston Lacy). For many illustrations see 
R. B. Beckett, Lely, 1951. 

5. Notes and Queries, First Series, i (12 Jan. 1850), 
162. 

6. For my reasons for dating this c, 1651 see Burl 
Mag., Lxxxvi (Feb. 1945), 51. 

7. No explanation of these busts is available, but 
they are so disturbing that later owners painted the 
busts out in the two portraits of the ‘Earl of Essex’ 
and ‘Lord Capd of Tewkesbury* after the Cassio- 
bury sale in 1922. The latter has now found a home 
in the Metropolitan Museum, New York, and the 
bust has re-emerged to view. 

8. Letters of Dorothy Osborne to Sir William 
Temple, ed. G. C. Moore-Smith (1928), 106. 
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9. For Lely visiting houses near Bury St Edmunds 
(near to the Mays’ house at Boxted) see Roger 
North’s Lives of the Norths ^ 1890 edition, n, 273. 

10. Memoirs of the Count de Grammont. Translated 
by Peter Quennell (1930), 190. 

11. Mr Collins Baker reconstructs Hayls from 
certain pictures at Woburn, relying on the list in 
Vertue (n, 40), where the artists’ names are given ‘on 
the authonty of some who pass forjudges in paint- 
ing’. The one traceable picture categorically called 
Hdes in that hst is ‘Colonel John Russell’, a picture 
of about 1645/8, which may well be an early phase 
of Hayls. The ‘Ladies Diana and Anne Russell’ of 
c. 1655/6 is hesitantly called ‘perhaps not Vandyck 
but ... Hales’, but this charming and Vandyckian 
picture is hard to reconcile with the more solid pro- 
jcction of the Uffington portraits of r. 1653. At 
Lacock a ‘Sir Gilbert Talbot’ is mysteriously labelled 
‘Hayles 1679’ but looks a good deal earUer. There is 
also a puzzhng monogrammist, JH, who seems to 
have worked in Cheshire and Lancashire, 1647-62 
(see M. R. Toynbee, Country Life, 15 Sept. 1950, 
840 flF.). 

12. Reproduced in the Album of the Exhibition of 
17th Century Art in Europe, R.A., 1938. 

13. For the style and dating of the Persian Vest 
see E. S. deBeer in Journal of the Warburg Institute, 
n (1938), 105 ff. 

14. The ‘ist Lord Baltimore’ was painted by 
Mytens, but the original found its way to Went- 
worth Woodhouse. The version sold, with the rest of 
the portraits of the Lords Baltimore, from Wmdle- 
stone, at Sotheby’s, 26 July 1933, well have 
been a copy by Soest. This too now belongs to the 
State of Maryland. 

15. Reproduced in Roger Granville, The History 
of the Granville Family (1895), 406. 

16. Mr Collins Baker wrongly calls them the 
children of Thomas Coke. They are in fact Thomas 
Coke (1674-1727) and his brother and sisters: the 
Cupid in the sky represents Francis, who died an 
infant in 1680: see J. Talbot Coke, Coke of Trusley 
(1880), 71. 

17. Reproduced in Country Life, 26 Jan. 1929, p. 
122. 

18. Reproduced in The Fishing Gazette, 13 Dec. 
1924. 

19. Gascars was bom in Paris c. i6$4ls and died 
in Rome 1701. He was agrid at the French Academy 
1671; in London c, 1672-7; in Holland 1678/9; re- 
ceived a Member of the French Academy 1680; and 
set oflF on further travels in 1681. A life-size portrait 


of one of the Estes at Modena is dated 1681; he 
worked for a time at Munich; was at Venice 1686; 
and finally setded in Rome, where an altar-piece by 
him survives in Sta Maria dei Miracoli. 

20. Remarks and Collections of Thomas Hearne, v 
(Oxford Hist. Society, 1901), 112-13, under date 14 
Sept. 1715. Heame calls him Wilham, but his in- 
formant, where he can be checked mdependendy, 
seems to have known more about Wright than any 
of Vertue’s sources. 

21. Register of Apprentices of the City of Edin- 
burgh, 1583-1666, Scottish Record Society (1906), 

213- 

22. (P. A. Orlandi), V abecedario pittorico, p. 329, 
of the Naples edition of 1733. Walpole’s misprint- 
ing of the date as 1688 has misled some subsequent 
Briash wnters. M. Missirini, Memorie per servire alia 
storia della Romana Accademia di 5 . Luca (Rome, 
1823), 472. 

23. G. J. Hoogewerff, Bescheiden in Italic, n (The 
Hague, 1913). 130* 

24. See Journal of the Warburg and Courtauld Insti- 
tutes, VI (1943), 217 ff 

25. Corroboration of this is given in a reference, 
for which I am indebted to MrE. S. deBeer: the 
Journal of Constantin Huygens, Jr., First Part (1876), 
361-3. 

26. If we are to believe Vertue (i, 50; n, 66), a 
portrait of the ‘Duke of Norfolk’ was at Norfolk 
House in 1718 dated 1656, but the ‘pictor regius’ in 
the signature makes this date very hard to believe in, 
and the picture is not to be found at Arundel to-day, 
though there arc other Wrights there. It is, of course, 
possible that Charles 11 in exile may have given 
Wright cause to call himself ‘pictor regius’. 

27. The justification of this statement is in the fart 
that the picture comes from collateral descendants. 
It was acquired from the Earl of Chichester, and 
Walpole saw it in possession of Thomas Pelham of 
Stanmer, whose wife was a great-granddaughter of 
Mr Claypole’s sister, Frances. Walpole aho saw 
another version at East Horsley in 1764 {Walpole 
Society, xv, 61). 

28. The identity of the sitter is extremely obscure. 
In addition to the one at Wardour (where (here are 
three other examples of Wright), there is a similar 
picture at Deene Park called ‘Hon. Edmund Brude- 
nell’, and a third, formerly at Abbotsford, has lately 
been most improbably dnistened ‘§ir Philip Staple- 
ton’. A bust version, to which no name is attached, 
also exists in Essex. 

29. Reproduced in Burl Mag,, Lxxxvni (Sept. 
1946), 226. 
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30. For clearing up the tangle of the Guildhall 
Wrights I am deeply indebted to Mr Raymond 
Smith, Librarian of Guildhall, and Mr P. E. Jones, 
Deputy Keeper of the Records. Mr CoUins Baker, 
misled by Evelyn’s habit of adding later notes to 
earlier entries in his Diary, has wrongly divided the 
series into two and dated some 1662. For the sad 
decision to preserve only two, see The Times, 18 
Nov. 1949, p. 6. Reproductions will be found of 
the ‘Earl of Nottingham’ (wrongly captioned as his 
father) m A. I. Dasent, The Keepers of the House of 
Commons (1911), 176; and orSir Timothy Litdeton’ 
m F. A. Indcrwick and L. Field, Report on the Inner 
Temple Pictures of Judge Littleton and Sir Edward Coke 
(1896), 8. 

3 1. There is a story about a Wright who applied 
in vain for the post of King’s Limner in Scotland 
about 1700. This may well be Wright’s nephew 
(of the same name), about whom nothing certain is 
known beyond the fact of his existence. Four feeble 
Kneller studio pieces of c. 1700, formerly at Melville 
House, Fife, are the only possible traces of him I 
have come across. 

32. For Borsselaer see C. H. Collins Baker in The 
Connoisseur (Sept. 1922), 5 S., where most of his 
known works are illustrated: but it should be ob- 
served that several of the portraits at Bisham Abbey 
now labelled ‘Bursler’ or ‘Burslee* arc clearly not by 
him. A ‘Portrait of a widow’ at Amsterdam, signed 
and dated 1664, was bought in London. For the refer- 
ences to the 1670s see Catholic Record Society, xxxiv 
(1934), 157. 212, 221, and 238. 

33. Exhibition, Burlington Fine Arts Club, The 
works of British^hom artists of the seventeenth century 
(1938), Exhibit 12, lent Mrs E. Durham. Mr Collins 
Baker’s account of Greenhill is confused by an 
unusual proportion of inacceptable attributions. The 
date of the Cartwright portraits at Dulwich remains 
a mystery, which is only the more baffling with the 
evidence on the Cartwright family provided by Miss 
E. Boswell m Modem Language Review, xxrv (1929), 
125 SI; and G. E. Bentley, The Jacobean and Caroline 
Stage (1941), n, 402 ff. 

34. Thomas Weedon, later a Gentleman of the 
Privy Chamber to Charles II, mamed at West- 
minster Abbey, 24 Apr. 1675. 

35. For the full text see Rev. Peter WhaUcy, The 
History and Antiquities of Northamptonshire (1791), n, 
583, The evidence for Wissing’s arrival from The 
Hague in 1676 is in J. H.Hessels, Archives of the 
London Dutch Church: Register of Attestations, etc. 
(189a), 106. 


36. This transpires by implicanon from a letter of 
I Feb. 1654 from Bishop Duppa to Sir Justinian 
Isham among the Lamport MSS., for whose com- 
munication I am indebted to Sir Gyles Isham, Bart. 

37. The correct date was published by Elkabeth 
Walsh in Burl Mag., xc (July 1948), 209. 

38. See Sir Lionel Cust, Burl Mag., xxvm (Dec. 

1915), II 2 ff. 

39. Chirk Castle Accounts {continued), 1666-1753, 
compiled by W. M. Myddelton (1931), 158 and 161. 

40. C. Haskins, The Salisbury Corporation Pictures 
and Plate (1910), 15. 

41. Mrs R. Lane Poole, Catalogue of Oxford Por-- 
traits, I (1912), xxvii ff.; n (1925), xiii ff. 

42. Gennari’s own account of his activities re- 
mains impublished in the Biblioteca Comunale dell’ 
Archiginnasio, Bologna, MS, B.344. 
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the Shddonian ceiling, in the Burl Mag., ixxxiv 
(Jan. 1944), where there is a summary of what is 
Imown about Streeter. 
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Mag., Lxxxvi (Feb. 1945), 29 ff. 

45. T. H. Fokker, Siberechts, Brussels, 1931. 

46. Reproduced in Country Life (6 Feb. 1948), 
277. 
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Shaw Sparrow, British Sporting Artists (1922), from 
which the main facts about Barlow and his engrav- 
ings can be extracted from a disorderly mass of 
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of his burial in The Connoisseur (July 1936), 36 ff. 
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dictionary form), 1929; R. W. Goulding’s Catalogue 
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Rosebery’s collection appears to be dated 1670, but 
the attribution to Scougall is only traditional. 
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PART THREE 


THE AGE OF KNELLER AND 
ENGLISH BAROQUE 


CHAPTER 7 

THE DECORATIVE PAINTERS FROM 
VERRIOTO THORNHILL 

All the great movements m European painting during the seventeenth century passed 
Britain by. The expansion of the Baroque style took place largely in CathoHc countries, 
but Rubens had left a noble example of it in the ceiling of the Banqueting Hall at White- 
hall. The coming of the Commonwealth left it without a successor. The realistic move- 
ment associated with the name of Caravaggio had sent one of its best painters, Orazio 
Gentileschi, to the Court of Charles I - in vain. The classic art of Poussin was unknown 
in Britain and those great controversies between the adherents of Poussin and those of 
Rubens which enlivened Paris at the close of the century had no echo in London. But the 
Court and the nobihty who looked to France for the guidance of taste were aware that 
it had become fashionable for the staircases and ceilings of houses to be covered with vast 
mythological or allegorical paintings, and, by the time Baroque painting had lost its 
initial fire and faded into decorative platitude, it was introduced, in this watered form, 
into the British Isles. A beginning, by a native painter, has already been mentioned - 
Streeter’s ceiling in the Sheldonian Theatre at Oxford. Its better-known foreign practi- 
tioners were not more distinguished artists than Streeter. Of a number of names two still 
linger in the public consciousness, immortalized by Pope’s sufficient accoxmt of the kind 
of wall or ceiling that they decorated - ‘where sprawl the Saints of Verrio and Laguerre’. 

Antonio Verrio 

Verrio perhaps counts as the most heavily remunerated painter in Britain up to the timp 
of Sir John Millais. It suggests some reflections on the British character that he is also one 
of die worst. In a grandiloquent inscription on one of his (now destroyed) paintings at 
Windsor Castle he calls himself a Neapolitan and ‘of no humble stock’. By a considerable 
stretch ‘Neapolitanus’ could imply that he was bom at Lecce, in the toe of Italy, and it 
has been cheerfully accepted that he was bom there about 1639 since the statement was 
first made by de Dominici, one of the least reliable even of Neapolitan writers. There is 
certainly a tradition to-day at Lecce of one or more painters named Verrio who sought 
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ftiPiV fortune outside the Salentino - and came to a bad end - but I am not convinced that 
the two paintings at Lecce now called Verrio are early works of the painter who came 
to Pngland. Dc Dominici mentions a ceiling in the Pharmacy of the Jesuit College at 
Naples which was signed and dated i66i by Verrio, but this has vanished. In the later 
1660s Vemo was working at Toulouse,* and two altar-pieces by him survive in the 
Toulouse Museum; in 1671 he was agrii at the Paris Academy, and it is probable that he 
ramp to England the same year at the instigation of Lord Arlington. If the entry in 
Evelyn’s Diary for 16 October 1 671 is not a later addition, Evelyn saw, at Lord Arlington’s 
house on that day, the first work Verrio did in England. It too has vamshed. On 5 May 
1675 Verrio became a denizen and his first royal employment is said to date firom 1676, 
although the published warrants do not begin until 3 1 October 1678. From then until the 
Revolution of 1688 Verrio was in continuous employment by the Crown and received 
something like five and a half thousand pounds for work done at Windsor Castle, as well 
as several ‘bounties’ from the Secret Service money and payments from the same source 
(after 1685) for his subsidiary role as gardener at St James’s Palace. Details of his work for 
Windsor and (after 1686) for Whitehall can be extracted from the Calendars of State 
Papers (Domestic) and Calendars of Treasury Books. The most illuminating is a warrant 
dated 16 November 1678 that there be no molestation to ‘several foreigners, being pamters 
and other artists employed in paintings and adormng Windsor Castle’, for being Popish 
recusants. These are named as ‘Antony Verrio and Frances d’Angely his wife, and John 
Baptiste and Francis their sons: Michael Tourarde, Jacob Coquet, - Lanscraon, Bertrand 
du Mailhey, painters employed by Verrio: Rene du Four his apprentice . . . etc.’; later is 
added, ‘Antonio Montingo, a painter of flowers employed by Signor Verrio at Windsor 
Casde’. Evelyn saw the work being done on 23 July 1679 and speaks of ‘that excellent 
painter, Verrio, whose works in fresco at the King’s Palace at Windsor will celebrate his 
name as long as those walls last’. From 1680 he was being paid at the rate of ^£200 a year, 
and, by Royal Letters Patent dated 30 June 1684, Verrio was appointed ‘our chief and first 
painter’, and with all rights and privileges belonging to that post ‘as amply as Sir Peter 
Lely, late deceased, or any other held the same’. Only the most meagre fragments remain 
of the work at Windsor and none of the work at Whitehall, which occupied most of 
Verrio’s time until he was turned out of his house and employment at St James’s after the 
Revolution and Riley and Kneller were jointly sworn and admitted as chief painter in 
December 1688. 

Verrio at first refused to work for William HI and his name disappears from the 
Treasury Books from 1688 to i699> His chief employment during these years was at 
Chatsworth* - where he painted the Great Staircase in 1690, the State Dining-room 
1691/ 2, the altar-piece for the Chapel 1693, and the ceding of the present Library in 1697/8 
- and at Burghley. He was certainly a member of the Earl of Exeter’s household at 
Burghley House in 1694 and he was probably engaged on the vast wall spaces which he 
covered there from 1694 to i697« hi 1699 a new period of royal patronage begins and he 
was employed at Hampton Court and Windsor from 12 June 1699 until at least 1704. 
Soon afterwards his eyes fiiiled and he was pensioned by Queen Anne. He died at Hampton 
Court 15 June 1707. 
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His work can be sufficiently seen on the Great Staircase at Hampton Court, which 
includes most of the gods and goddesses of Olympus; on the ceiling of the State Bed- 
chamber there, with paintings emblematical of sleep; and in ‘Mars reposing on the Lap of 
Venus’ (Plate 77A) on the ceiling of the King’s dressing-room. AU these were completed 
shortly before 1703 and make us wonder why on earth Verrio was so greatly admired. 
In quality, Hveliness, and imagination he was surpassed by Laguerre. 

Louis Laguerre 

Verrio was a pretentious, vulgar, and extravagant personaHty, but Laguerre was the 
reverse. He was also the better painter. Bom in Paris in 1663, he worked for a short time 
with Lebrun and came to England at the age of twenty in 1683/4 "'^ith Ricard, an archi- 
tectural painter whom he assisted for some years. Together they worked for Verrio 
at Christ’s Hospital in 1684, and in 1689 they were both at Chatsworth, where between 
1689 and 1 694 they painted the Chapel, the ceilings of a number of the State Rooms, and 
the Painted Hall. Between 1691 and 1695 Laguerre was working at Sudbury HaU.^ 
Although Verrio monopolized most of the royal commissions (Laguerre only did some 
grisailles at Hampton Court for William HI), there was ample scope for Laguerre in 
country houses. He painted much at Burghley and the learned programmes which he 
affected - due probably to his early training under the Jesuits - can be gauged from the 
text for the decoration of the Ballroom at Burghley which is preserved in Peck’s Desiderata 
curiosa. Among much other work he is recorded at Devonshire House in 1704; painting 
Marlborough’s battles at Marlborough House in 1713; and, probably about the same 
date, doing his masterpiece, the Saloon at Blenheim. From about 1 71 1 he came up gainst 
his more pushing rival, Thornhill, who had learned, so Vertue reports, much of his art 
from Laguerre: and the better commissions tended to go to Thornhill. From about 1714 
he did a good deal of work at Canons, and he died in London 20 April 1721. During his 
last years he gave himself more to portraiture and history painting than before, but little 
work of this kind is known to survive. 

A number of lesser figures of the historic style need only be mentioned. Gerrard Lans- 
croon (d. 1737), in 1678 an assistant of Verrio, painted at Burley-on-the-Hill in 1712; 
Pierre Berchet (1659-1720) came to England in 1681 with the architectural painter 
Rambour, and also worked first for Verrio and later on his own; another such was 
Nicholas Heude who alone carried this style into Scotland. He was a French Protestant 
from Le Mans, who had been agrid at the Paris Academy in 1673 and came to England in 
1683 as an assistant to Verrio. The Duke of Queensberry is said to have brought him to 
Scotland, but his only surviving works are two signed ceilings - an Aurora and another 
allegorical figure subject - at Caroline Park near Edinburgh. He died in indig^nrf^ at 
Edinburgh in 1 703 . 

The other decorative and historical painters who were active in Britain before the pre- 
dominance of Thornhill can be divided into two groups, the invasion from France, 
patronized by Ralph Montagu (later first Duke of Montagu), who had been special 
Ambassador in Paris from the 1660s onwards; and the invasion from Italy, centring round 
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the personality of Pellegrini, who was brought over to England by another Montagu, 
Charles, Earl (and later first Duke) of Manchester, when he was Ambassador at Venice. 

The Duke of Montagus Artists 

Ralph Montagu was building the first Montagu House in Bloomsbury in 1675, ‘in the 
French taste’, with Hooke as architect. This was decorated with mythological paintings 
by Verrio, but the house was destroyed by fire in January 1685/6. Lord Montagu (as he 
had then become) at once set about building a new house, and, as a zealous supporter of 
French art, he selected a French architect, Puget, in 1687, and introduced a number of 
French decorative painters. The chief of these were: Charles de la Fosse (1636-1716), who 
was at work here only c. 1688/90 and returned to France on Lebrun’s death in 1690; 
Jacques Rousseau (c. 1626-94), a pupil of Swanevelt who had also studied in Italy, and 
specialized in landscapes with architecture and figures in a manner derived fiom Poussin; 
and Baptiste Moimoyer (1634-99), one of the most distinguished painters offlowers, who 
had worked for Lebrun at Versailles. Both the last two painters did canvases (Plate 78) for 
the decoration of Montagu House until its completion about 1692, and many of these 
remained in the collection of the Duke of Buccleuch until they were sold i November 
1946. A number of Monnoyers from Montagu House stiU survive at Boughton. Five 
architectural landscapes by Rousseau remain as superportes at Hampton Court, but he is 
not known to have done other work. Flower-pieces by Monnoyer are not uncommon in 
the older British collections, although his name is used genetically for pictures which are 
not from his hand. He is commonly known as ‘Baptiste’. 

Another French painter of a younger generation, James Parmentier (1658-1730), was 
also employed as assistant m the work fiir Montagu House. He had visited England first in 
1676 but later went to France and Italy and settled here only in 1680. In 1688 he did work 
for Montingo (V errio’s flower painter) and for Berchet and Henry Cooke (d. 1700), both 
minor history painters. In 1689 he worked for Closterman and began to assist Rousseau at 
Montagu House, where he continued until 1692. In 1694 he worked for WiUiam HI in 
Holland at Het Loo, but he was back and settled in Yorkshire by about 1700/ 1, where he 
did work at Hull, York, and elsewhere - history paintings, altar-pieces, or portraits. He 
is mentioned occasionally by Thoresby’s Yorkshire correspondents (Thoresby Society, 
XXI, 192) and settled in London on the death of Laguerre in 1721, but did not meet with 
much success. He died in Loudon 2 December 1730. By accident we can reconstruct his 
career firom Vertue’s notes, so that he can be taken as typical of a class of painter of whose 
movements in general we know little. His altar-piece at Hull is deplorable. 

In the 1690s Montagu was also doing much decorative work at Boughton, and for 
this he employed another French history painter, Louis Cheron (c. 1655-1725), who 
came to England about 1695 after study in Rome, where he had made many drawings 
after RaphaeL Cheron’s watered Marattesque style can be seen on several ceilings at 
Bot^hton and he was working also at Chatsworth 1699/1700, but his importance rests 
on the fiict that he was much concerned in the instruction at the two drawing academies 
started in London in 1711 and 1720, in which his teaching along Roman lines had a 
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considerable influence on the younger generation of painters, Vanderbank, Highmore, 
etc., who had never visited Italy. He died in London 26 May 1725. 

The Italian Invasion 

It is a comfort to tium from these depressing minor Frenchmen to the Venetian painters 
who came over a generation later, Pellegrini and the two Ricci. They were not great 
painters, but they were masters of an easy, fluent, decorative style which it is still a 
pleasure to look at, and they brought with them something which was badly needed in 
England at the time, the breath of one of the most civilized (perhaps even over-civilized) 
cities in Europe. The history of the best in British painting in the eighteenth century is 
largely the history of the assimilation by British painters, for the first time, of the best 
that Italy had to ofier, and the first appearance of ItaUan painters in England at the begin- 
ning of the century is an important symptom. 

Although not die oldest of them, Gianantonio Pellegrini (1675-1741) was the first to 
arrive. He had been a pupil of Sebastiano Ricci at Venice, and married one of the sisters of 
Rosalba Carnera. In 1708 the Earl (later Duke) of Manchester, then British Ambassador 
at Venice, returned to England, where Vanbrugh was engaged in adapting his house at 
Kimbolton. With him he brought Pellegrini, whose versatility and lightness was well 
adapted to go with that passion for the heroic and gigantic which was an element in Van- 
brugh’s style. Pellegrini did not paint much at Kimbolton, but what he did was charming 
- some wall-paintings of a Roman Triumph, a staircase fresco with a Moorish trumpeter 
and some musicians on a balcony (Plate 77B), a niche with a chained monkey and a 
parrot on a perch, and a few ceihngs with Cupids, in addition to a large canvas of the 
Duke’s children. He also painted the Duke of Manchester’s London house (now de- 
stroyed) and Vanbrugh found much work for him at Castle Howard, where he painted 
in 1712 the cupola of the Great Hall, which was destroyed by fire in the 1940s. There 
is also a fascinating canvas of girls round a table at Castle Howard, and the method of 
wall decoration by canvases let into the wainscoting was what he practised at Sir 
Andrew Fountaine’s at Narford, where the most varied selection of his work remains 
to-day. ‘Thetis Bringing the Infant Achilles to Chiron’, ‘The Rape of Europa’, ‘Nessus 
and Dejanira’, ‘Hylas’, ‘Minerva and Arachne’, ‘The Death of Lucretia’, and ‘Medor 
and Angelica’ are among the subjects painted at Narford, and the lightness and faeflity 
of the style remind us for the first time of the Mediterranean world. Pellegrini was 
involved m the foundation of the Academy in London in 1711, but he left for Dusseldorf 
in 1713, and was back only for a short visit c. 1718/19, after which he went to Paris. An 
Italian pupil of his, Vincenzo Damini, did some feeble painting in Lincoln Cathedral in 
1728, but returned to Italy in 1730. 

The two Ricci, Sebastiano (1659-1734) the uncle, and Marco (1676-1729) the nephew, 
are more important for the history of painting in Venice than they are in England. The 
elder tempered the style of Veronese with a Rococo idiom and was the forerunner of 
Tiepolo, and the yoimger was the pioneer of the fantastic landscape which came to fiiU 
perfection in Guardi. Marco Ricci came to England first with Pellegrini, in 1708, but 
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he soon returned to Venice and brought back with him {c. 1709) his imcle, who had 
been Pellegrini’s master. In England the two Ricci sometimes collaborated, Sebastiano 
painting the figures and Marco the landscapes, and aUo worked independently. The 
fresco of the ‘Resurrection’^ in the semidome of the apse in Chelsea Hospital Chapel is 
Sebastiano’s surviving masterpiece. It has a Rococo verve and a feeling for decoration 
and movement which were altogether new. Two large mythologies by him, ‘Diana and 
her Nymphs’ and ‘The Triumph of Venus’, still hang on the stairs of Burlington House. 
A wave of nationaHst feeling, farmed by Thornhill, prevented Ricci getting the com- 
missions for Hampton Court and for St Paul’s, and the two Ricci left England about 
1716 (when they are recorded at Paris) soon after Thornhill had started work on St 
Paul’s. Easel pictures painted by one or the other, or by the two in collaboration, are at 
Chatsworth and Welbeck, but the great series of works by both in the royal collection 
comes from Consul Smith and was painted after the two had finally returned to Venice 
in 1720. 

About the time the Ricci left England, in 1716, another Venetian painter, Antonio 
Bcllucci (1654-1727), came to London from Diisseldorf. He belonged to an older tradi- 
tion than Sebastiano Ricci, deriving his style rather from Padovanino and Luca Giordano 
and having no tinge of the Rococo about him. He remained only until 1722. The best of 
his works to be seen in England to-day is a vast canvas of ‘The Family of Darius before 
Alexander’ in the Ashmolean Museum at Oxford. A rather feeble ‘Adoration of the 
Shepherds’ and a ‘Deposition’ from his hand also remain at the sides of the altar in the 
Church at Whitchurch, Edgware, commissions from the Duke of Chandos. 


Sir James Thornhill 

Baroque decorative painting in Britain culminated, however, in the personality of 
ThomhiU, an Englishman, bom of good Dorset stock at Melcombe Regis in 1675. His 
early training is obscure, but certainly included a good deal of practical knowledge of 
architecture. Vertue makes clear that he thinks Thor nhill derived most of his pictorial 
style from Laguerre, and this may well be true. He seems to have succeeded Verrio 
and Laguerre at Chatsworth, where he was working about 1707. He came into promin- 
ence as a historical painter under Queen Anne just at the time Verrio died, and his first 
m^or commission about which we have knowledge was the decoration of the Painted 
Hall at Greenwich (Plate 76) , where his work was started in 1708 and dragged on rather 
fitfully until 1727. It is his best and most visible work and has an energy and gusto 
which reveals the lesson of Ricd as well as the schooling of Laguerre. A number of 
lively drawings for the scheme are in the British Museum, but their vivacity is hardly 
carried through into the finished work. The scheme at Greenwich is of particular in- 
terest since some of the main themes to be depicted were from recent or contemporary 
history, such as ‘The Landing of William HI’ and ‘The Landing of George I’. Thornhill 
was thus freed with the problem of how much truth to appearances was consistent with 
the grand manner, and the issue was complicated for him by the fact that he had a 
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natural bent towards closely observed genre.^ On a drawing in the British Museum for 
the latter subject is a revealing list of ‘Objections that will arise from the plain repre- 
sentation of the Kmg’s landing as it was in feet and in the modem way and dress’. 
These objections were: that it was night, that no ships were visible, but only small boats, 
which would make a poor show in the composition; that the nobles who were actually 
present were, many of them, in disgrace at the time of painting, and that it would be 
difficult ‘to have their feces and dresses as they really were’; and that the King’s own 
dress on the occasion was not graceful ‘nor enough worthy of him to be transmitted to 
posterity’. Finally there was a vast crowd ‘which to represent would be ugly, and not 
to represent would be false’. Thornhill chose not to be ‘ugly’ and to represent the 
King’s dress ‘as it should have been rather than as it was’. The problems which beset the 
painter of scenes from contemporary history have never been more clearly analysed, 
and this clear thinking sufficiently reveals Thornhill’s native instinct towards realism, 
which marks him out from his foreign predecessors. 

The final result certainly shows that Thornhill had at least as considerable knowledge 
of the Italian repertory of decorative expedients as his foreign rivals. Efis abilities were 
various and extensive, and paintings by him of every class, from landscape to religious 
history, are listed in his sale after death, but very few examples of the min or categories 
have so far been identified. Three portraits, dated 1710, are in the Master’s Lodge at 
Trinity, Cambridge, and others, a little later, are at All Souls’, Oxford. But he is hardly 
known to-day outside his grandiose decorations, although his sketch-book, made on a 
journey in I711 to Holland and Belgium, shows at least as great an interest in archi- 
tecture as in painting, and his name was put forward in 1719 for the post of Surveyor 
to the Board of Works. He was also loud in pushing himself forward and imposed his 
predominance, partly by underground political channels and the support of the Earls of 
Sunderland and Halifax, during the early years of the Hanoverian dynasty. He was 
working at All Souls’, Oxford, in 1713/14; in 1715 he painted the ceiling of the Prince’s 
Apartments in Hampton Court, and when, in the same year, the question came up of 
who should get the commission for painting the cupola of St Paul’s, he was given the 
job against Laguerre and Ricci. Ricci, disappointed of Hampton Court and St Paul’s, 
left the country, and there seems to have been a current of nationalist feeling which 
Thornhill firmed and profited by. In this, as in other things, Hogarth followed in his 
father-in-law’s footsteps. 

ThomhiU began the eight huge grisaille ‘Stories from the Life of St Paul’ in the cupola 
on I May 1716 and they were completed in September 1719. But he was doing man y 
other works at the same time, in addition to carrying on at Greenwich. In 1716 he was 
still at work on the ceiling of the Great Hall at Blenheim, which commemorated the 
Duke’s victory at Blenheim. In 1717 he visited Paris. In 1719 he signed the ‘Stories from 
the Aeneid’ at Charborough Park. His period of greatest prosperity runs from 1716 to 
1723. He succeeded Kneller in 1716 as head of the Academy wffich had been founded in 
1711, but it is doubtful if this first Academy lasted for more than a firrther year or two. 
In June 1718 he was sworn ‘History Painter to His Majesty’, and on 8 March 1720 he 
succeeded Thomas Highmore as Serjeant Painter, was Master of the Painter Stainers’ 
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Company, and was knighted on 2 May. In 1722 he was elected m.p. for Melcombe 
Regis, but his desire to be everything overreached itself and Lord Sunderland’s death 
the samp year affected his progress. The rising arbiter of taste was Lord Burlington and 
his proteg6 was William Kent, and Kent’s appointment in 1723 to decorate Kensington 
Palace was the turning-point in Thornhill’s painting career. It was a turning-point in the 
history of taste in England also. 

William Kent (1685-1748), whose name is justly honoured in the history of archi- 
tecture and subsidiary arts, need not be taken seriously as a painter, though he had 
studied painting under Luti in Rome 1714/15, where he had first met Lord BurHngton. 
The alhance of Kent and Burhngton begins in London in 1719, with Kent finishing the 
painting which Ricci had left uncompleted at Burhngton House, but Lord Burlington 
gradually saw that his friend’s talents lay outside the field of history painting and in the 
direction of the picturesque enhvenment of architecture. What was happening in Eng- 
land was what had happened earher in France, where the heroic style of Le Brun, to 
which we may parallel that of Thornhill, gave way to the Rococo modes in which the 
painter played a minor and more subordinate part to the architect and decorator. 

The South Sea Bubble of 1720 also no doubt played its part in chastening the style of 
building and decoration. Soon after the work at Greenwich was completed in 1727 
Thornhill was engaged in a lawsuit with Mr Styles of Moor Park over payment for the 
work he had done there. In 1729 Vertue notes that he had ‘no great employment in 
hand’ and he devoted his later years to making copies of the Raphael cartoons at Hamp- 
ton Court, which were still in his possession at his death on 4 May 1734. In the obituary 
notice in the Gentleman’s Magazine he was described as ‘the greatest History Painter this 
Kingdom ever produced’, which was probably true enough, since competition was 
slight. His name and fame left as a legacy that bias towards the Grand Style, from which 
Hogarth never escaped, with which Reynolds was tinctured, and which was only finally 
exorcized by the suicide of Haydon. Thornhill remains the least studied in det^ of the 
eminent names in British painting. 


Jacopo Amigoni 

The final collapse of the patronage for large-scale historical decoration is shown in the 
case of the last of the distinguished Itahan visiting painters, Jacopo Amigoni, who 
worked in England from 1730 to 1739. He painted several London houses, now de- 
molished, but his best surviving work is the series from the ‘Story of Jupiter and lo’ at 
Moor Park, where he succeeded to Thornhill after the latter’s quarrel with Mr. Styles. 
These are very accomplished examples of Venetian Rococo - the best is ‘Mercury Pre- 
senting the Head of Argus to Juno’ (Plate 79) - but they show a new departure in 
decoration which had been anticipated by Pellegrini at Narford on a smaller scale. They 
are large canvases let into the wall instead of frescoes, but taking up the space that wall- 
painting would have done. The principle, but not the scale of canvas, was to become 
the norm. Gradually the role of the painter became more and more subordinate and 
painting was used only for chimney-pieces and superportes — exactly as had happened 
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in France. But the great bulk of these decorative pictures were the work of journeymen 
hacks and cannot find a place in a general history of British painting. 

Amigoni did a fairly good business in large canvases of mythological subjects, but he 
was finally forced, like all the native British painters, to eke out his Hvelihood with 
portraits. These he diversified by the introduction of Cupids, whenever possible, but 
examples survive of a more prosaic vein.^ His most remarkable English portrait is the 
full-length of ‘Lady Sundon’ at Melbury, which has a distinctly foreign air. He married 
an Italian, Antonia Marchesini, at the CathoHc Chapel Royal on 17 May 1738, and 
departed the next year for Paris and Venice, ending up in the more congenial atmosphere 
of Madrid, where he was Court Painter.'^ 
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CHAPTER 8 

PORTRAITURE IN THE AGE OF KNELLER AND HIS 
IMMEDIATE SUCCESSORS 

John Riley 

When Lely died at the close of 1680 no immediate appointment was made to the post 
of ‘chief painter’. It may well not dien have been obvious who would succeed to the 
feshionable portrait practice of Lely from the three or four possible candidates. The 
young foreigner Kneller was be ginning to come into favour, but his star was stiU only 
in the ascendant; Michael Wright had serious claims but could hardly be called feshion- 
able; John Riley had perhaps estabhshed a fiir name for himself among the middle 
classes; and another young foreigner, Wissing, was begiiming to become known. We 
have seen that it was not until 1685 that the appointment was made, and it then went 
to Verrio, perhaps from motives of economy (since Verrio was already in receipt of 
J ,200 a year from the Crown), but the uncertainty as to who was the right portrait 
painter for the job persisted and was solved by a compromise after the Revolution of 
1688, when Verrio was turned out and, in December 1688, John Riley and Godfrey 
Kneller were jointly ‘sworn and admitted chief painter’. In the meantime Wissing had 
died, and Wright, by his absence at Rome, had lost any fashionable support. 

John Riley had for a time been a pupil of Soest, and he was bom in 164.6. One of his 
scholars told Vertue that Riley was a man ‘of estabhshed reputation’ in 1680, but he 
seems to have been Httle noticed by tlie great world before Lely’s death and we are stiU 
without any certain clue to his early style. From 1680 until his death in London 30 
March 1691 a frir number of portraits survives which can be documented by engravings, 
diaries, early inventories, or nearly contemporary inscriptions that they are by Ryley, 
Royley, or Royle, as his name was indifferently spelt. He did his best with the great 
world which he was called upon to paint, taking over from Lely some of his poses and 
even his posture-painter, Caspars, who was later taken over by Kneller: but there is 
evidence of his diffident and uncourtierlike temperament, and the native Riley is only 
plainly apparent in the one or two pictures he painted of persons in the humbler walks 
of life. Curiously enough, the two chief of these are fully signed and are amongst the 
most sympathetic portraits of this depressing period - the ‘ScuUion’ (Christ Church, 
Oxford; Plate 81) and the portrait at Windsor of ‘Bridget Holmes’ (Plate 80; dated 
1686), the venerable housemaid to James H, in her ninety-sixth year. There is a feint 
friendly air of parody about this latter work which could never ^ve been anticipated 
from Riley’s official manner. The curtain and Baroque pot suggest the grand manner and 
the old woman is wielding her mop as if it had been a general’s baton, and is directing 
it gainst a mischievous page boy. It is obvious that Mey was most at home below 
stairs, and the portrait at Kensington Palace of ‘Mrs EUiot’, the King’s nurse, for which 
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we have the evidence of the Queen Anne Inventory* that the head only is by Riley and 
the rest by Closterman (i.e. c. 1689/91), confirms this. 

This collaboration with Closterman probably began when Riley was appointed chief 
painter. The two artists formed a partnership and shared expenses. They also shared 
equally the profits of whole-lengths (at ^40 each) and half-lengths (at ^20 each); but 
for heads only (at ^^lo each) Closterman received only 30s. and Riley pocketed the 
rest.® It is indicative of the nature of Riley’s practice at this time that Closterman did 
very badly fiom the arrangement. Typical examples of this dual control are the three 
halfilengths of the ‘Misses Bishopp’ at Parham of about 1690, in which the quaUties 
which make Riley a portraitist of some distinction have almost evaporated. 

This distinction is one of temper rather than of painting. His best male portraits have 
a haunting, shadowed melancholy, from which the vulgarity of Lely’s style has been 
drained away: and his few women’s portraits have a shy and gentle aspect. The Woburn 
‘Mr and Mrs John Howland’, probably painted at the time of their marriage in 1681, 
illustrate both these characteristics. At Althorp is a ‘Lady Spencer of Offley and her Son 
John’, which can be dated by the sitter’s diary to October/November 1683, in which 
this air of shyness is almost embarrassing. In men’s portraits he was more successful, and 
the ‘Elias Ashmole’ 1683 (Ashmolean Museum, CDxford), ‘Sir Charles Cotterell’ 1687 
(CottreU-Dormer collection), or the ‘Duke of Lauderdale’ (Plate 86a) at Syon House, 
are fine examples of his power of probing character of a grave and melancholy cast. 
But it should be added that this melancholy may be as much mannerism as penetration, 
for it is found also coupled with a discordant gaiety of draperies in the full-length 
portraits (c. 1686/7) of two of the Brownlow Baronets and their wives at Belton. In 
his royal portraits Riley was at his least characteristic: certified examples are at Oxford 
(Ashmolean and Bodleian Library - some of the latter very bad) and at Althorp. 

One of Riley’s fellow pupils under Soest is identifiable in William Reader, son of a 
clergyman at Maidstone, who Uved for a time in a nobleman’s house in the west of 
England and fell upon evil days, ending them in the Charterhouse (Vertue, iv, 83). The 
nobleman seems to have been the Earl of Aylesford, and a number of Reader’s portraits 
appeared in the Aylesford sale 23 July 1937. Portraits signed by him are known dated 
1672 and 1680. They are extremely rustic and primitive, but the hands and drapery folds 
clearly betray Soest’s training, 

Riley’s historical importance lies partly in the fact that he was the teacher of some of 
the most important portraitists of the next generation - Murray, Gouge, and Richard- 
son. Through the last, who became Riley’s ultimate heir, the line runs through Hudson 
to Reynolds. 

Sir Godfrey Kneller 

Riley’s partner in the office of ‘Principal Painter’ after the Revolution was Godfirey 
Kneller, who assumed the whole office on Riley’s death in 1691, was knighted on 3 
March 1691/2 and was created a baronet 24 May 1715. This honour was conferred by 
George I, the least art-loving and the least British of our Sovereigns, and it raised the 
official painter to a position of social eminence unequalled until it was surpassed by 
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Queen Victoria when she conferred a peerage on Lord Leighton. There can be no 
doubt that Kneller was the dominant artistic figure of his age m England. His mature 
portrait style reflects with relentless objectivity the fashionable world under the reign 
of three Sovereigns with no leanings towards the arts. The downright shoddiness of 
much of his enormous output is a mirror of the cynicism of his age, but he had a wonder- 
fully sharp eye for character, could draw and paint a face with admirable economy, and 
maintains, evoi in his inferior work, a certain virility and down-to-earth quality which 
is refreshing after the languishments of the age of Lely. He was one of the first to con- 
centrate on the portrait as a document concerned with the likeness of a historical per- 
sonality rather than as a work of art. The art historian may shake his head over him, 
but the historian must rate the vast series of portraits that ICneller left behind him as a 
most precious aid to his studies. A hundred years later a rather similar artistic personality 
appeared in Raeburn. 

Godfrey Kneller was bom in Liibeck, either in 1646 or 1649.3 He studied under Bol 
in Amsterdam, perhaps about 1666, and is alleged to have come into contact with 
Rembrandt in bus latter days. From Holland he went to Italy. In Rome he en- 
countered Maratta+ and Baciccia, the leading native portrait painters of their time; in 
Naples he is alleged to have worked with some success, and in Venice too, where Bom- 
belli was the leading portraitist. No trace of his work has been found in Italy, and there 
is litde to show from these Italian contacts in his first works after he settled in England 
in 1674. A ‘Philosopher’ of 1668 (Lubeck), probably painted before his Italian journey, 
is like the work of a pupil of Bol such as Comehs Bisschopp, and the so-called ‘Admiral 
Tromp’ of 1675 (Antony House), which is the first known picture of his post-Italian 
phase, is entirely in the spirit of Bol, which remains the dominant influence in the 
portrait of his first EngHsh patron, ‘Mr Banks’ 1676 (Bastard collection, Kidey). But a 
change comes over his style about the time that he was introduced to Court. He first 
painted Monmouth’s Secretary, ‘Mr Vernon’, in 1677 (National Portrait Gallery) m a 
soft smudgy style recalling Maratta rather than anything English or Dutch, and this 
led to his painting Monmouth himself. If the ‘Duke of Monmouth’ (Plate 82) at full 
length at Goodwood, of about 1677, is by ICneller, as is traditionally supposed, it is his 
first masterpiece and explains his introduction to the King and his sudden rise to popu- 
larity. But there is a curious gap in our knowledge of Kneller from 1678 to 1682. Not 
more than two or three portraits are known.® In 1683 Kneller emerges with something 
approaching his mature style - which is markedly different from his works of 1677 - 
and hardly a year passes from then until his death from which at least half a dozen signed 
and dated works cannot be named. There is room for a visit abroad from 1677 to 1683 
(as Mr Collins Baker has suggested) - perhaps for two visits, with a return to London 
in between. Nothing else would so easily account for the assured quality of KneUer’s 
style in 1683 in contrast to his rather timid beginnings, and I would accept, as a pro- 
visional hypothesis, that this was what happened, alfliough Vertue has no know- 
ledge of it. 

By 1685 Evelyn, in his Diary, was calling Kneller ‘the frmous painter’. Wissing’s 
death and Wright’s absence in Rome in 1685 may have had so mething to do with it, 
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but Kneller himself, with his keen eye to the main chance, was no doubt the chief 
reason. His style in 1683 - unlike that of 1677 - is based on Lely. He uses, with very 
slight modification, many of Lely’s poses, and he adopts the same unquiet gestures: but 
he stiffens up the backbone of the figures in his portraits. The ‘Sir Charles Cotterell’ 
(Plate 843) of 1683 and the ‘Edmund Waller’ of 1684, both at Rousham,* have this new, 
more rigid pose, and a picture such as the ‘Duchess of Portsmouth’ (Plate 83) of 1684, 
at Goodwood, although it represents one of the most languorous personaHties of the age, 
has a military rigidity of bearing if compared with Lely’s various full-lengths of the 
‘Duchess of Cleveland’. At times during these early years Kneller even shows something 
of the same sensitive penetration of character and melancholy as Riley - as in such an 
unusual and noble work as the ‘Philip, Earl of Leicester’ (Plate 844.) of 1685 at Pens- 
hurst: a sad and disappointed old man, his disquiet shown by a use of diagonals that was 
altogether outside Lely’s canon. Kneller is an artist who can be usefully judged only by 
his exceptional and outstanding works, which are suffiaendy numerous to make it plain 
that they are not happy accidents but really represent what he would have been capable 
of had the times been &vourable to the sensitive use of his talents. One may cite as 
examples of these before the end of the century (all certified by signatures and dates): 
the ‘Chinese Convert’ 1687, at Kensington Palace, which he himself considered his 
masterpiece; ‘Mrs Dunch’ 1689, at Parham Park, an uncompromising study of an 
elderly lady; ‘Anthony Leigh as “The Spanish Friar’’ ’ 1689 (National Portrait Gallery), 
one of the first actor’s portraits in a character part; the ‘Duchess of Marlborough and 
Lady Fitzhardmge’ (Plate 872) 1691, at Blenheim, a most admirable study of two great 
ladies playing cards; ‘Dr. Burnet’ 1693, at The Charterhouse, friendly and grave and 
sober, and wholly lacking in irrelevant frills, comparable to the undated ‘Mrs Richard 
Jennings’ and ‘M. de St Evremond’ at Althorp; and the ‘Matthew Prior’ 1700 in the 
Combination Room at Trinity College, Cambridge. This is a gallery of something close 
to masterpieces judged by any standards of portraiture, and of much richer variety than 
could be produced from any fifteen years of Lely’s activity. 

Like Lely, Kneller is probably best known by certain series of portraits. Kneller’s 
Hampton Court Beauties, dating from the years immediately after 1694, are at full 
length and caimot compare in voluptuousness with Lely’s Wmdsor Beauties: his series 
of Admirals at Greenwich, dating from the first decade of the eighteenth century (with 
some compamon portraits by Dahl) do not reach the same high level as Lely’s Flagmen, 
although a picture such as the ‘Sir Charles Wager’ of 1710 has an energy and directness 
of a kind Lely never achieved: but Kneller’s Kit Cat series, which has now happily 
found a home in the National Portrait Gallery, not only surpasses any group of portraits 
by Lely in historical interest, but includes some masterpieces of direct painting and in- 
cisive portraiture, which are the legitimate ancestors of Hogarth and Gainsborough and 
much of the best British portraiture in the eighteenth century. 

The best of Kneller’s later work, after 1700, is concentrated in the Kit Cat series. 
These forty-two portraits, all but one of the size of about 36 x 28 in. (which has become 
known from them as the Kit Cat size and has the advantage of showing both head and 
one hand), were painted betweoi 1702 and 1717, and represent the members of the Kit 
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Cat Club, which has been described as the Whig Party in its social aspect. In most of 
these Kneller took more trouble with hands and drapery than usual, and some of the 
heads - such as the ‘Sir Samuel Garth’ (Plate 85B) - are among the most brilH’ant he ever 
painted. For variety of character, though mostly seen within the equalizing frame of the 
penwig, they are quite splendid and reveal in Kneller a knowledge of the human mind 
which one would not have guessed from the many tales of his prodigious vanity. The 
frtuous hbertine ‘Lord Mohun’, the pensive, almost feminine, melancholy (which led 
to his suicide) of the ‘Earl of Scarbrough’, the superciliousness of the young ‘Duke of 
Grafton’, ‘Sir John Vanbrugh’s’ consciousness of success, are all admirably portrayed; 
and in the portrait of old ‘Jacob Tonson’ (Plate 85A), who commissioned the whole 
series, Kneller took the trouble to add some subtlety of design and produce something 
which was a work of art as well as a portrait. 

The last date on any of the Kit Cat series is 1717 and Lord Nottingham, writing in 
that year to his daughter,’ says: ‘Sir G. Kneller shall draw me as you propose unlesse 
upon viewing some of his later pictures we frnd what I have been told that his eyes fail 
him as well they may at his age’. But his eyes lasted well enough imtil his death on 19 
October 1723, and his last portrait of ‘Alexander Pope’ (Viscoimt Harcourt), painted in 
the year of his death, shows Httle diminution of his powers. 

In 1711 Kneller became first Governor of the first Academy of Painting to be set up 
in London, and he showed keen interest in the Academy until he was replaced as 
Governor in 1716 by Thornhill. In this way he helped to impose a sound studio tradi- 
tion on the next generation of painters, and he set the tone which was to prevail in 
British portraiture for at least a generation after his death. 

It may well be also that Kneller’s own studio practice, which was comparable to 
jRigaud’s in France, had a demoralizing influence on contemporary portraitists. His 
studio was a model fiictory. Kneller himself would draw the free from his sitter and 
transfer it to the canvas, while the rest, as often as not, was finished off by a multitude 
of assistants. There was a speciaHst for perukes, for draperies, for lace, for architectural 
backgrotmds, for the landscape, and so on. The names of a number of Kneller’s assistants 
are known, but few attained to independent distinction.® 

Lesser Portrait Painters 

Of the considerable number of names® of portraitists which are known for this period, 
a few were of sufficient repute or promise to deserve more than a passing reference. 
They may be taken alphabetically. 

Johann Baptista Closterman was a personality and certainly played a frirly prominent 
social role. He has already been mentioned m connexion with Riley. Bom at Osnabriick 
about 1660, he was a pupil of Frau9ois de Troy at Paris in 1679 and came to London in 
the early 1680s. For the last years of Riley’s life (up to 1691) he painted draperies, hands, 
and accessories for Riley and a considerable number of Rileyesque portraits survive 
which can be generically called Riley-Closterman. One of the best, in which Closter- 
man s participation is documented by an early inventory, is the ‘Mrs Elliot’ at Kensington 
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Palace. He also completed, the works left unfinished in Riley’s studio. During the 1690s 
he was taken up by the Duke of Somerset and the group of ‘Seven Children of the 
Duke of Somerset’ at Syon House was one of his most important commissions. He 
went to Spain in 1696, just after he had completed the huge group at Blenheim of the 
‘Duke and Duchess of Marlborough and their children’, and he had probably already, 
before his departure, formed a connexion with the Earl of Shaftesbury, that enlightened 
but eccentric patron of the arts who was looking for a pUable painter who would 
execute his own philosophic ideas. It is not certain whether his full-length portrait of the 
‘Earl of Shaftesbury’ (used as an engraving to the 1723 edition of Shaftesbury’s Char- 
acteristics) was painted before or after his travels. In Madrid, as is certified by a letter of 
12 November 1698, he painted his masterpiece, the full-length of the ‘Hon. Alexander 
Stanhope’ at Chevening (Plate 88). There is evidence in this that he had at least troubled 
to look at Velazquez’s portraits. In 1699 he was at Rome, where he painted Maratta from 
the life, and he was probably back in England by the end of 1702. At Belvoir is a signed 
‘Marquess of Granby’ of 1703, but he seems to have painted less in his later years and 
taken more to picture-dealing. He was buried in London 24 May 1711. His later style 
derives whoUy from Kneller and is well exemplified by the engraved ‘Duke of Argyll’ 
m the Marquess of Lothian’s collection at Melbourne Hall. 

By contrast Thomas Hill was a painter of some refinement. His dates are generally 
given as 1661 to 1734, but the date of his death (at Mitcham) may perhaps have rather 
been 1724. A dozen or so engravings are knovra after his portraits, and the few that 
survive’® - several of them of his ftiend ‘Humphrey Wanley’ - are all original and re- 
freshing in a stereotyped age. Vertue (who knew him) records that he learned drawing 
from Faithome and painting, presumably about 1678/9, from Theodore Freres, so that 
his work does not automatically belong to the Lely, the RHey, or the Kneller style. He 
also seems to have been something more like an English gentleman than most con- 
temporary portrait painters, except Tilson, whose friend he was. Hill’s engraved ‘Sir 
Henry Goodricke’ of about 1695, which was in the Castle Howard sale, 18 February 
1944 (49), as a Lely, is nearer to Michael Wright in colour and temper than anything 
else. On two separate occasions, the first perhaps soon after 1700, the second in 
1720, he stayed at Melbury and painted a number of pictures for the Strangways 
family, including a huge group of ‘Mr and Mrs Thomas Strangways and their eight 
Children’. The signed ‘Susaima Strangways’ (Plate 87A) at Melbury of about 1705 
has a gentleness and refinement hardly to be found in any other portrait painter of 
the time. 

A real gendeman painter, however, was Hugh Howard, bom in Dublin 7 February 
1675. As a younger son he had to earn his hving and he accompanied the Earl of Pem- 
broke in 1696 on his travels through Holland and Italy. In Rome he decided to pro- 
fessionalize what had before been an amateur talent and he became a favourite pupil of 
Maratta. He also, like Wright in Rome before him, became an art expert and in 1700 
he ‘brought home what the Itahans call la virtH, and we a taste and insight in building, 
statuary, music, medals, and ancient history’.” At first this stood him in Htde stead 
and he had to practise portrait painting, fint at Dublin, and later in London - a 
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documented example, very like Closterman in style, is the ‘Sir Justinian Isham’ of 1710 at 
Lamport. But he married money in 1714 and his antiquarian knowledge recommended 
him to the Duke of Devonshire, who secured him the post (9 November 1714) of 
Keeper and Register of the Papers and Records of State, whereupon he abandoned ‘the 
mechanical, though genteel’ art of painting. On 18 June 1726 he succeeded Dartiquenave 
as Paymaster of the Royal Palaces, and he died, a very rich man, on 17 March 1737/8 - 
one of the first of the enriched ‘experts’. 

Edmund Lilley, who was buried at Richmond (Surrey) 25 May 1716, enjoyed con- 
siderable patronage in the reign of Queen Anne.” There is an engraving after a portrait 
of ‘Queen Anne’ dated 1702, another huge ‘Queen Anne’ signed and dated 1703 is at 
Blenheim, and another of 1705 was in Lord Clarendon’s collection. A signed portrait 
of some distinction is ‘Edward Tyson’ at the Royal College of Physicians. The last 
recorded date at present on any of his pictures is 1707. 

Henry Tilson was one of the most promising of the lesser portrait painters. Bom in 
London in 1659, he was son of Henry Tilson of Rochdale, Yorks., and grandson of a 
Bishop of Elphin. He was at first a pupil of Lely and may then perhaps have veered into 
the orbit of Kneller. In 1685 he accompanied Dahl (who wiU be considered later) to 
Paris (1686) and to Italy. They spent most of their time in Rome, where Tilson is said 
to have made a name for himself by doing crayon copies of the Old Masters. A crayon 
portrait of ‘Francesco Giuseppe Borri’, done in Rome in 1687, is in the Hansteen collec- 
tion in Oslo,” and a small oil portrait of ‘Hon. Thomas Arundell’, done in Rome in 1687 
and formerly at Wardour Castle, belongs to Mr R. J. A. Arundell. These are both in the 
Roman rather than the British tradition. In 1689 he had returned to London with Dahl 
and was developing a style very similar to Dahl’s, when he cut short his life by suicide 
about 25 November 1695. A signed portrait of ‘Master William Blathwayt’ 1691 at 
Dyrham, and a signed ‘Mrs Howell’ 1693 , formerly at Padworth,” and some portraits of 
his own family known only by old photographs, are all that remain of his later work at 
present identified. But they are enough to show that he promised better than most of 
his contemporaries. 

John Vandervaart, bom at Haarlem, probably in 1653, came to England in 1674 as a 
painter of still-life and small landscapes with figures. From about 1685 to 1687 he painted 
draperies for Wissing and then set himself up as an independent portrait painter, in 
which he had only moderate success. Typical late works are the and Mrs Robert 
Bristow’ of 1713 at Squerryes Court About 1713 he largely abandoned original work 
for restoring and expertise and there is an account of his later activities in Vertue, in, 32. 
He was buried at St Paul’s, Covent Garden, 30 March 1727. 

The Verelst Family 

So much confusion attends the scattered published references to the several painters of 
the name of Verelst, that it is better to treat ’them all together, although the last con- 
tinued his activities into the middle of the eighteenth century. Sifting a good deal of 
confiicting evidence,” I would sort them out as follows. Two sons of a painter at The 
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Hague (who never came to England), Peter Verelst, finally settled in England. The elder 
son was Harman Verelst, who became a member of The Hague Guild in 1663, worked 
later at Amsterdam and Paris, and went to Vienna in 1680, where he became Painter to 
the Emperor. When the Turks besieged Vieima in 1683, Harman came to England, and 
his earhest portraits in England, all dating fironi 1683, are found in East Anglia. In the 
later 1690s he probably worked a good deal in Yorkshire, and he died in London in 1702. 
He was a competent portrait painter in the Closterman style. His yoimger brother 
Simon, baptized at The Hague 21 September 1644, seems to have come to London as a 
flower painter m 1669 and is mentioned as newly arrived in Pepys’ Diary ii April 1669. 
Although he seems to have painted a certain number of portraits in the 1680s - a fairly 
certain example is the extremely odd ‘Marquess of Lothian’ in the Scottish National 
Portrait Gallery - he was already showing signs of insanity by 1691 and spent his latter 
years painting enormous roses and other aberrations proper to a flower painter. He died 
in 1710. Harman’s son ComeHus (1667-1728/9) seems to have been a flower painter and 
nothing of his work is known. Harman’s daughter Maria (1680-1744), known as ‘Mrs 
Verelst’, specialized in small oil miniatures, of which examples are to be seen at Welbeck 
and PenshuKt, and also painted rather pedestrian portraits on tlie scale of life, of which 
several examples are at McUerstain, dated 1725. The next generation is represented by 
what are probably two sons of ComeHus Verelst: John, who is probably ‘Mr Verelst, a 
noted Face Painter’, whose death is recorded in the Gentleman’ s Magazine under 7 March 
1734 and by whom I have seen signed and dated works ranging from 1706 to 1734; and 
William, whose painting career begins just after John’s death, in 1735, and who seems 
to have died c. 1755/6. WilHam’s work will have to be considered in passing under die 
painters of Conversation Pieces, but John has a smooth, unflattering style, making his 
figures look a htde as if made of rubber, which makes him easy to recognize. 

The Swedish Portrait Painters - Dahl and Hysing 

Kneller’s only serious rival m pubhe patronage was the Swedish painter, Michael Dahl. 
Bom in Stockholm on 29 November, probably in 1659, he learned the essentials of the 
international Baroque portrait style under Ehrenstrahl.He left Sweden for further study 
abroad in July 1682 and came first to London, where he seems at once to have entered 
into Kneller’s orbit, and may even have assisted him. In 1685 Dahl and Henry Tilson, 
who has already been mentioned, travelled through Paris to Italy, where they remained 
for three years, visiting Venice and Naples, but mainly settled in Rome, where Dahl 
painted ‘Queen Christina of Sweden’ 1687 (Grimsthorpe Casde). They left Rome in 
November 1688 and came via Frankfurt back to London (March 1688/9), where Dahl 
finally decided to settle. He formed close friendships with the Swedish diplomatic per- 
sonnel in London and seems to have been successful firom the start in securing sufficient 
patronage. About 1696 he succeeded Closterman in the good graces of the Duke of 
Somerset and did a good deal of work at Petworth from ^t date until 1720. His Pet- 
worth Beauties of the later 1690s compare very fiivourably with Kneller’s Hampton 
Court Beauties and may well have been planned in conscious rivalry. There is a softer, 
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gender, more feminine character about them than about Kneller’s, and Dahl’s colour at 
this date has a corresponding softness and tenderness. About the same date he was first 
patronized by Prince George of Denmark and Princess Anne, and, after the accession of 
Queen Anne in 1702, he painted a number of the presentation royal portraits. His 
Admirals at Greenwich, painted c. 1702/8 in a senes to which Kneller also contributed, 
are the best index of his powers and of the difference in his oudook from Emeller’s. ‘Sir 
Cloudesley ShoveU’ (Plate 86b) and ‘Sir James Wishart’ are perhaps the best examples, 
and there is a genial and friendly quahty about the interpretation which is distinct from 
Kneller’s straining after more heroic or more forceful characterization. There is never 
any of Kneller’s bravado and vulgarity about Dahl, nor was there in his private char- 
acter, but it becomes increasingly difficult after about 1715 to distinguish between an 
ordinary Kneller and an ordinary Dahl. After Queen Anne’s death in 1714 Dahl’s 
patronage firom the Court ceased, but this did not bring any corresponding loss of 
patrons among the nobility and gentry, the Law, and the Church. For the ten years after 
Kneller ’s death he was probably the most busily employed portraitist, but old age made 
him give up painting about 1740 and he died 20 October 1743, having outlived the 
fashion of the style. to which he had kept. A ‘Holy Family’ at Stockholm, although 
certainly made up of portraits, is the only example, and a pretty one, of his style outside 
straight portraiture which is known to survive. 

Except for changes in the ftshion of dress and the fact that plain backgrounds or 
interiors take the place of the Lelyesque rocks and trees, Dahl’s pattern and style carry 
on the tradition of the late seventeenth century right up to the time when the young 
Reynolds began to leam the craft of painting. His gentle style suited old-fiishioned and 
conservative persons, and his one pupil of any importance, Hans Hysing, carried the 
style on for another decade. Hysing (Huyssing) also was bom in Stockholm, where he 
was apprenticed to a goldsmith for three years from 1691, but he later took to painting 
and came to England in 1700, where he lived with Dahl until about 1725, although he 
was practising on his own long before that date. In the Earl of Ducie sale 17 June 1949 
were eight whole-length portraits, all by the same hand, one of which was signed and 
dated by Hysing 1721. The postures are perhaps a little more awkward than Dahl’s and 
Hysing never attains the feint quality of personal charm beneath the formal and con- 
ventional presentation which is to be found in Dahl’s best work, but otherwise he is a 
fiuthful disciple. He died in London 1753. 


The Generation after Kneller 

This period is the most drab in the history of British painting. The one lively personality 
that it includes is Thornhill, who was predominantly a decorative painter and the suc- 
cessor to Verrio and Laguerre, as well as being the fether-in-law of Hogarth. In por- 
traiture the leaders were Richardson and Jervas, but neither of them deserves to give his 
name to the age in the same way that Ldy or Kneller have done. Horace Walpole, speaking 
ftom a consciousness of the defect of the later (and, to our minds, greater) age which 
succeeded it, makes a penetrating statement to account sympathetically for the barren 
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prosiness of Richardson’s style. ‘The good sense of the nation’ he says is characterized 
in his portraits. You see, he Hved in an age when neither enthusiasm nor servihty were 
predominant.’ This hits unkindly the defects of the qualities of the great age of British 
painting, but it finely describes the background of those pamters who belonged to a 
younger generation than Kneller and were active at the time of his death in 1723. Vertue 
(m, 12) gives a convenient Ust of ‘Living painters of Note in London’ in 1723- -A. few of 
the older, such as Dahl, Vandervaart, and Parmentier, have already been mentioned in 
the previous chapter. It is the older members of the group, who flourished before the 
explosion of Hogarth in about 1730, who must be dealt with now. 


Rileys Pupils: Richardson, Murray, etc. 

It is a curious fact that Riley, perhaps the least prominent of the successful painters of the 
generation after Lely, but the only one of them who was bom an EngHshman, should 
have been the Imeal father of the strongest tradition in eighteenth-century British paint- 
ing. He was the teacher of Richardson, who, in turn, was the teacher of Hudson and 
Knapton, and Hudson was the first master of Reynolds. From Kneller only Jervas came 
forth, though the yotmger painters of this period learned much of their craft firom the 
academy which both IQieller and Richardson were instrumental in founding in 1711, 
and firom its successors. 

Jonathan Richardson, who was bom in 1665, was the oldest of this new generation. 
He came to independent practice rather late, having first been apprenticed to a scrivener, 
and he worked with Riley as his pupil for the last four years of Riley’s life, about 1688 to 
1691. It was in Riley’s studio, by his own account, that he first happened upon the works 
of Milton, and the most interesting thing about Richardson is, in some ways, that he had 
a bent for learning and for the theory of the arts, and his pubHshed writings (dating 
from 1715 onwards) had a much more vivifying influence than his painting. These writ- 
ings fired the young Reynolds to be something more than an ‘ordinary’ painter. From 
them we get the clue to understanding what Richardson was driving at, and to what 
Vertue means when he says Richardson ‘studies a great manner’ and describes his style as 
‘more sedate’ than that of his contemporaries. 

Richardson must have been in considerable practice before 1700, but the only portrait 
I can point to as in all probability his and from this time is the ‘Lady Catherine Herbert 
and her brother Robert’ at Wilton of c. 1698/1700. In this the prevailing style is that of 
Riley, but Kneller also counts for something. In later works - except for a few self- 
portraits, in which he shows a greater Hveliness - the likeness to Kneller evaporates, and 
a more solemn and mask-like piece of prose results. Signed examples are uncommon, 
attributions frequently wild, and not many of the engraved portraits can at present be 
identified. But Walpole’s judgement that ‘he drew nothing well beyond tlie head’ is 
unjustified. He was certainly at his best in men’s portraits, and certain examples of his 
mature style which are more or less accessible are: ‘Lord Chancellor Cowper’ c. i7io(?) 
at Panshanger (Plate 89); the ‘ist Marquess of Rockingham’ 1711 (St John’s College, 
Cambridge); ‘Robert, Earl of Oxford’ 1712 (Christ Church, Oxford); ‘Matthew Prior’ 
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1718 (Welbeck); ‘Charles, Earl of Sunderland’ 1720 (Althorp); ‘Lord Carmichael’ 1726 
(Scottish National Portrait Gallery); ‘Sir Hans Sloane’ 1730 (Bodleian); ‘Richard Hale’ 
(d. 1728), of whose portrait there is a repHca by Richardson himself of 173 3 inthe Royal 
College of Physicians, London; ‘George Vertue’ (Plate 90B) 1738 (National Portrait 
Gallery). This last is as good a piece of solid and incisive prose as one could wish for, 
with a plain, British directness such as Kneller lacks: and ‘Sir Hans Sloane’, Richardson’s 
noblest experiment in the grand manner, is a handsome and entirely individual work. 
We are on less certain grounds in estimating Richardson’s female portraits. There is a 
signed and dated full-length of the ‘Duchess of Roxburghe’ 1716 at Floors Castle, and 
there are busts of 1720 and 1722 at Mellerstain, which have a weight and manner 
quite unlike the work of Jervas. Finest of all is the full-length ‘Lady Mary Wordey 
Montagu’ at Sandon. 

Richardson’s prices in 1718/19 were 10 guineas for a head and 20 for a half-length 
(double Dahl’s prices), and he had raised his scale by 1730 to 20, 40, and 70 guineas. In 
December 1740 he pubHcly announced that he had given over business, but he continued 
his Hterary studies, latterly in collaboration with his son Jonathan Richardson the younger 
(1694-1771), who also did a Uttle painting, but who specialized in the new study of 
‘connoisseurship’. In addition to his Hterary bent, Richardson possessed the classic collec- 
tion of Old Master drawings, worthy to rival, in its separate way, with Lely’s collection 
of paintings and drawings of the century before. 

The career of Riley’s other pupil of some consequence, Thomas Murray, who was 
reputedly of Scots extraction, is almost the exact opposite to Richardson’s, whose elder 
he was by two years. He was bom in 1663 and apparently had some training under the 
last of the de Critzes before entering Riley’s studio. He was in independent practice at 
the age of nineteen, when he did full-lengths, now at Welbeck, of the Duke and Duchess 
of Albemarle. But this lofty patronage was followed by humbler work and he is found 
in 1695 and 1697 doing posthumous likenesses of benefactors for Oxford Colleges 
(Queen’s College and St John’s), and, in 1697, also doing repUcas of Kneller’s royal 
portraits for the Merchant Taylors’ Hall. Unlike Richardson the best of his known work 
seems to have been done before 1700, and in a style very dose to Riley’s. A signed ‘Mrs 
Vernon’ of 1692 was in the RatcHffe sale 28 July 1938 (20) and is one of his few identified 
women’s portraits, for, like his master and like Richardson, he does not seem to have 
excelled with ladies. One of his most attractive works is the young ‘Sir Edward Smyth’, 
signed and dated 1699, in Sir Algernon Tudor-Craig’s possession, and the likeness to 
Closterman may perhaps be accounted for by what Vertue tells us of his using other 
hands to paint his draperies, landscapes, etc. After 1700 he pursued a prosperous business 
among the clergy and the professions and in academic circles, maintaining an even level 
of dullness in most of his portraits but with rare and happy exceptions. Several examples 
are at Queen’s College, Oxford, and there is a ‘Sir Isaac Newton’ of 1718 at Trinity, 
Cambridge, which is a little above his average. By astute parsimony he had accumulated 
a fortune reputed at ,(^40,000 at the time of his death on i June 173 5, so that his practice 
must have been large although his portraits are rather infrequently to be found to-day, 
at any rate with his name attached to them. 
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Lesser members of Riley’s school, whom it will be sufficient to mention, were: 
Anthony Russell (c. 1663-1743), one of Vertue’s most assiduous informants, but none of 
whose works have been traced - unless a monogrammed Bishop Burnet of 1691 in the 
Scottish National Portrait Gallery be his; and Edward Gouge, who died of hard drinking 
38 August 1735. Portraits by Gouge of ‘Sir Roger and Lady Hudson’ were in Miss 
Oswald Smith’s sale 13 February 1948 (2) and were of sufficient individuality to make 
attributions to him of other nameless portraits possible. He also painted a ‘ Polyphemus’ 
and some copies after Guido and Cignani for Lord Egmont.*® 

Charles Jervas 

The name of Jervas (pronounced, and often spelled, Jarvis) would have been more whoUy 
forgotten than it is, if this astute painter, who married money, had not cultivated by his 
hospitality the society of men of letters. But as it crops up frequently in the correspond- 
ence (and even in the poetry) of Swift and Pope, and as theTatler (4 April 1709) refers 
to ‘the last great Painter Italy has sent us, Mr Jervase’, and as Jervas painted many of the 
portraits of his literary friends, he is still fitfully remembered. He was bom in Ireland, 
traditionally about 1675. For ^ year (probably 1694/5) he studied in London with KneUer 
and made copies of the Raphael cartoons at Hampton Court, which he sold to Dr 
George Clarke of All Souls, who financed his travel to Italy. Although recorded in 
Dublin in 1698, he was in Paris in 1699, where he drew a head of ‘Prior’ in crayons, 
which is now at Welbeck, and he had finally settled in Rome (presumably after travel- 
ling in North Italy) by the beginning of 1703 He was back in London by the beginning 
of 1709 and seems to have become famous overnight. Except for a few visits to Dublin 
and a collecting visit to Italy in 1738/9, he remained in London until his death on 2 
November 1739. 

While we know Richardson best ftom his men’s portraits, we know Jervas best from 
those of ladies. His patrons were at once in the highest ranks of society as well as in the 
literary world, and we know that, as early as November 1711, he was painting the Duke 
of Marlborough’s daughters and Lord and Lady Strafford.*® His women all look astonish- 
ingly alike and resemble a robin or one of the birds of the finch tribe. They 1angni5Ti 
rather more than Kneller’s female sitters and often afiect one hand up to their heads, and 
certain favourite poses (a ‘shepherdess’, etc.) are repeated. At his best Jervas has a pleasant 
soft and flowing quality to his silks and satins, which is rare in this age, and which he no 
doubt learned from the Van Dycks and Titians that he assiduously copied. He was 
appointed Principal Painter to the King 25 October 1733, in succession to KneUer, an 
impulsive act of George I, partly from pique at Dahl’s refusal to paint a royal baby.*** 
George H continued him in this office, but ^though his royal portraits did not please, he 
was much patronized at the end of his life by Sir Robert Walpole. A good and sufficient 
example of his work is the ‘Jonathan Swift’ (Plate 91B) at the National Portrait Gallery. 

Just as Richardson was a duU painter for all his learning, Jervas was a dull painter for 
all his serious study of the Old Masters. In his sale (ii ff March 1739/40) were life-size 
copies by himself after many of the most fiunous English Van Dycks, as well as of many 
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of the most fimous Italian pictures. Yet the light of the Itahan genius, which was to 
transform the style of the generation of Reynolds and Wilson, seems to have shone in. 
v ain on EoieUer and Jervas, perhaps because they approached the great works of the past 
with imperfect htuniMty. 


Painting in Scotland 

Kneller’sequivalentin Scotland was undoubtedlyjohn Baptist Medina, who was knighted 
by the Lord High Commissioner in Scotland in 1706. He was of a Spanish family, 
bom in Brussels about 1659 and trained there under Du Chatel, and he came to London 
in 1686 as a painter of history, landscape, and portraits, but only his portraits are known. 
He seems to have specialized in Scottish sitters and a portrait of ‘George, Earl of 
Melville’, signed on the back and giving Drury Lane as his address, is in the Scottish 
National Portrait Gallery. It differs in style from Kneller only in its less firm drawing and 
in the preference, which Medina always showed, for arrangements in dark rose and blue. 
About 1688/9 Medina settled in Edinburgh and did a thriving business in portraits for 
the rest of his life. His charges were a head and ;^io a half-length, and his works 
can be seen in abundance in most older Scottish collections. An accessible group of 
about thirty oval portraits, including a ‘Sel^ortrait’ 1708 (Plate 90A), which is perhaps 
Medina’s masterpiece, is in the Surgeons’ Hall at Edinburgh. These are Medina’s more 
modest equivalents to Kneller’s Kit Cat series. He died 5 October 1710 and his practice 
was carried on by his son, who was using his father’s postures and costumes far into the 
eighteenth century. Medina was also the teacher of WiUiam Aikman, the most dis- 
tinguished Scottish portraitist of the next generation. 

If Medina corresponds to Kneller, Aikman may feirly be held to be the equivalent m 
Scotland of both Richardson (for his men’s portraits) and Jervas for his women’s por- 
traits. Son of the laird of Caimey, where he was bom 24 October 1682, he must have 
had some powerful bent towards painting, for he sold the family estate to travel abroad 
and improve his art. Examples can be seen at Penicuik House of his portraits of about 
1707, when he had studied under Medina only, and of soon after his return to Edinburgh 
in 1712, after several years in Rome and a visit to Constantinople. There is a gain in 
assurance but no evidence, in the later work, of anything which only Italy could give 
him. As with most of the painten of this period, his ‘Sel^ortraits’ are the best, of which 
there is a good example at Edinburgh (Plate 91A). He painted assiduously in Scotland 
firom 1712 until about the date of Kneller’s death in 1723, when he migrated to London 
in search of wider fields. In London he moved in the same literary circles as Jervas, and 
had a fair practice among the Scots in London, but iU-health soon set in and he died 
7 June 1731. With Richardson he counts as the best portraitist of the generation which 
followed Kneller’s death, but his masks are Scottish masks and Richardson’s are English, 
and that is the only difierence between them. 

The first painter bf Scottish origin to have begun to break away firom this deadaiing 
tradition in the direction ofHogarth is Jeremiah Davison (c. i705?-45). He seems to have 
got his training in London and was given fedlities for copying firom the royal collection. 
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His main practice was in London, but he made a profitable visit to Scotland under the 
patronage of the Duke of Atholl. His work is still too little explored to define the limits 
of his gifts, which were considerable. 


NOTES TO CHAPTER 8 


1. Communicated to me by Mr Oliver Millar. 

2. Mr Collins Baker, Lely, etc., n, 43, cunously 
misunderstands this arrangement. 

3. For a discussion of the evidence see Martin 
Davies’ National Gallery Catalogue of the British 
School (1946), s.v. Kneller. 

4. Maratta pamted visiting Englishmen m Rome, 
and these portraits, like Batom’s at a later date, may 
not have been vnthout their influence in England. 
Important examples are the full-lengths of the ‘Earl 
of Sunderland’ and the ‘Earl of Roscommon’ (both 
of die early 1660s) at Althorp; ‘Sir Thomas Isham* 
1676 at Lamport; and the bust of ‘Charles Fox’ at 
Melbury and the ‘2nd Marquess of Tweeddale’ at 
Yester. 

5. For 1678 1 can only point to a ‘Duke of Mon- 
mouth’ at Bowhill, ‘Lord David Hay’ at Yester, and 
the ‘Marquess of Tweeddale* at Floors Casde. The 
‘Earl of Nottmgham’ in the Hanbury sale, 20 June 
1947, lot 62, is engraved as 1681. 

6. Both are illustrated in Collins Baker, Lely, etc., 
n, 76 and 80. 

7. Pearl Finch, History of Burley -on •the ’•Hill 
(1901), I, 221-2. 

8. Among them are: John Jacob Bakker (perhaps 
the ‘I. Baker’ of Simon’s mezzotint of the ‘Sir Stephen 
Fox* of 1701 at Melbury) who was pamtmg draperies 
for Kneller in 1697 and whose name appears on 
feeble copies of royal portraits formerly at Melville 
House; the old Marcellus Laroon (1653-1701/2), 
father of the better-known painter of the same name, 
by whom there is a ‘Lord Lovelace’ 1689 at Wadham 
College, Oxford, and ‘William Savery’ 1690 at Ply- 
moudi; two brothers named Edward and Robert 
Byng whose sketch-books are in the British Museum, 
of whom Edward seems to have been Kneller’s most 
trusted assistant at the time of his death, while 
Robert was working on his own, in a style wholly 
derived from Kneller, as early as 1697 and as late as 
1719; James Worsdale (c. i692?-i767) alleged to 
have been a natural son of Kneller, whose faithful 
copy, dated 1731, of Kneller’s ‘Duchess of Bucking- 
ham’ is at Mulgrave Casde; in 1733 he was painting 
royal portraits for the Nisi Prius Court at Chester 


Castle; in 1735 he had settled in Dublin, but returned 
to England in the 1740s and was made ‘Pamter to the 
Board of Ordnance’. 

9. An alphabetical list of some of them is: Joseph 
Brook of Bury St Edmunds (workmg 1690-1724, 
probably died before 1728), who had a good busi- 
ness m Suffolk doing originals and copies; Wolfgang 
Wilham Claret (d. 1706, will published in Burl. 
Mag., XXXV, 87-8), a mimaturist as well as a painter, 
in England from at least 1679 and probably came 
from Brussels; Charles d’Agar or de Garr (bom 
Paris 1669), son of Jacques d’Agar, later Court 
Pamter in Denmark, he had a fashionable practice in 
London from at least 1 705 until he committed suicide 
m May 1723, but his works are hard to distinguish 
from the general run of Kneller imitations, when 
they are not certified by engravings; Simon Dubois 
(1632-1708), a Dutchman, long resident in Rome, 
who was in England from 168 x and was made a 
denizen 8 May 1697; William Gandy (buried at 
Exeter at a ripe age, 14 July 1729), a Devon painter 
whose work is said to have given hints to the young 
Reynolds - see Collins Baker, Lely, etc., n, 56 ff.; 
Garrison, a pamter workmg in the Wigan-Preston 
area c. 1713, by whom there are signed works at 
Balcarres; J. Hargrave, working from 1693 to 
1707; Frederick Kerseboom, or Casaubon (SoUngen 
1632-London 1692/3), who had studied in Antwerp 
and Pans and spent fourteen years in Rome, two of 
them as pupil of Poussm - there are engravings of 
Poussinesque history-pieces by him done in London, 
and signed English portraits exist from 1683; his 
nephew Johann Kerseboom (d. 1708) is known by 
engravings as the painter of a few English portraits; 
Samuel King, working 1693/5; James Maubart (d. 
1746), who specialized in copies of portraits of poets 
and groups of ddldren enriched with sprays of 
honeysuckle; Garret Morphey, an Irish Ca^oUc (d. 
Dublin 1715/16), who was working in Yorkshire 
1686/88; Henry Peart (d. a litde before 1700), who 
mainly copied Van Dyck and Lely; Wdliam de 
Ryck (163 5-97), an Antwerp painter who was work- 
ing in England in the 1690s; and finally the Dutch- 
man, Willem Sonmans of Dordrecht, who came to 
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England m the early i68os, and is interesting because 
he normally spent term time at Oxford and worked 
the rest of the year m London, where he died in 1708. 
All these painters show slight individuahties of style, 
but all except Morphey and de Ryck were swallowed 
up by the prevailing Kneller fasluon. 

10. SeeanoteonHillmR. W.GouldmgandC.K. 
Adams, Catalogue of the Duke of Portland's Pictures 
(1936), 449. 

11. Diary of the 1st Earl of Egmont (Hist. MSS. 
Commission, 1920), i, 224-5. 

12. There is an unexpectedly well-informed 
article on him in the D.N.B. 

13. Reproduced in Jens Thiis, En ukjent Norsk 
Kunstamlingy Oslo {1941), 37. 


14. Darby Griffiths sale, at Padworth Place, by 
Winkworth, 26 ff, Sept. 1933, lot 577, illustrated as 
Wissmg. 

15. The crucial source for disentangling the 
Verelst family is the obituary notice of Harry 
Verdst, Governor of Bengal, in the Gentleman's 
Magazine, 1785, n, 920. 

16. For alist of sources for Gouge see C. H. Collins 
Baker and M. I. Baker, Life of the Duke of Chandos 
(1949), 86 n. 

17. Oxford Historical Society, Collectanea, n 
(1890), 403 ff. 

18. The Wentworth Papers, ed. J. J. Cartwnght 
(1883), 213 and 279. 

19. Lord Egmont’s Diary (see note ii), m, 275. 
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CHAPTER 9 

MARINE PAINTING ; LANDSCAPE : OTHER GENRES 
Naual Painting - the van de Veldes 

The first serious mfiltration of the great Dutch school of painting which had grown up 
throughout the seventeenth century occurred in a severely practical way. Willem van de 
Velde the Elder, who was bom at Leyden in i6ii, had been employed since the time 
of the first Anglo-Dutch war in 1652 as the official Dutch war artist for the various sea- 
fights which took place between the Dutch and Enghsh navies. He accompanied the 
Dutch navy into battle and made countless drawings on the spot, and he elaborated a 
new technique for more permanent painted records, which would not lose the spon- 
taneity of the drawings. This was to draw in black paint (in emulation of Indian ink) on 
a prepared vellum-coloured ground, and these large grisailles are the main feature of his 
art. He also painted shipping pieces in oil (of which there are examples at Greenwich), 
but he was essentially an official war artist and historical precision of delineation is the 
prime element in his paintings. For this reason, one must suppose, his powers were 
desired in the service of the British navy, and in 1673, in the middle of the third Anglo- 
Dutch war, upon what inducement we do not know, he simply changed sides and 
settled in England with his son, Willem van de Velde the Younger. In 1674 Either and 
son were given official appointments under the English Crown to take and make 
‘draughts of seafights’, and they were provided with a studio in The Queen’s House at 
Greenwich. The elder van de Velde never stepped out of this role as the recording artist 
for the navy imtil his death in London in 1693, but the son added many of the more 
peaceful graces of art to his official gifts and became the ancestor of a school of sea- 
painting in England. 

Willem van de Velde the Younger, who was bom at Leyden in 1633, no doubt 
learned the rudiments of art and the drawing of ships from his father, but he was also a 
pupil of Simon de Vheger, an artist for whom the moods of the sea were as interesting 
as the details of the ships upon it, and who had more of a landsman’s sense of the 
picturesque than old van de Velde. The younger Willem continued his pictures of naval 
battles and portraits of single vessels, but he also painted sea pieces, usually on a smaller 
scale, for the mere pleasure of the marine subject. He remains the imcontested master of 
tranquil marine painting, with a lovely sense of pearly tone, and the tradition which he 
established in England was continued unaltered in essentials, in the work of Monamy, 
Scott, Brooking, and many lesser names, imtil Turner, at the end of the eighteenth 
century, troubled the waters by the intrusion of romantic heroics. He died at Greenwich 
6 April 1707 and can be admirably seen at the National Maritime Museum, but the 
formation of his style belongs to the history of Dutch rather than of Enghsh painting. 
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The English Imitators of van de Velde 

Direct pupils of van de Velde are not known in England, but his first important imitator, 
Peter Monamy, bom in Jersey probably about 1690 (the usual date of c. 1670 seems 
much too early) is called, in the Latin inscription on the engraving made from his 
portrait in 1731, ‘Painter of Ships and Marine Prospects, second only to Van de Velde’. 
He too can be well studied at the National Maritime Museum and he had caught the 
tone of his exemplar’s style very well. But his knowledge of the sea was much less than 
his knowledge of ships and there is a frint air of caHco about much of his water. His 
seafights, also, were, in the main, reconstmcted arrangements of earlier battles, done to 
order, and even his later scenes of contemporary naval actions (from about 1739 onwards) 
were probably not done from study at the time. His smaller pictures were made for 
dealers and, at the time of his death, i February 1748/9, he does not seem to have been 
in a good way of business. A lesser echo of Monamy is Robert Woodcock (c. 1691- 
1728), a musician of ability who took to painting copies of van de Velde in 1723, but 
committed suicide in 1728. 

The painter, however, who earned, and not inappropriately, the title of ‘the English 
Vandevelde’ was Samuel Scott (i702?-72), who wiU be discussed at greater length as a 
painter of London views. Although he is recorded as only having once been to sea, his 
first phase as a painter is wholly in the van de Velde tradition, studies of men-o’-war and 
sailing vessels in a calm, rather loosely strung together into a pattern which shows that 
he had not at first mastered van de Velde’s sense of design. His earhest known picture,* 
which is of this kind, is dated 1729, and another, dated 1732, is at Parham Park. In 1732, 
he also collaborated with George Lambert in painting views of the East Indies Settle- 
ments (in what was until recently the India Office), and joined Hogarth and others on 
a jovial trip, to whose illustration he contributed a marine view. But his best work of 
this class was commissioned by the Earl of Sandwich and Lord Anson to record the naval 
actions of 1745. In ‘The Engagement between “The Lion’’ and “The Elizabeth”, 1745’ 
(Hinchingbrooke; Plate 95A - the Marquess of Bute has a closely s imila r picture painted 
for Lord Anson), which Horace Walpole called ‘the best picture Scott ever painted’;* 
and ‘The engj^ement between the Blast Sloop and two Spanish Privateers, 1745’ (late 
Sir Sidney Herbert - signed and dated 1747), Scott shows a mastery of tone and a rather 
dramatic sense of pattern, which differentiates him from van de Velde and reveals him 
as a master in his own right. After Canaletto’s arrival in London in 1746 Scott seems to 
have turned, almost for good, to views of London or reaches of the river, which were 
presumably more popular and more lucrative. 

The last of the marine painters of this generation, and the one with most active ex- 
perience of die sea, was Charles Brooking, by whom diere are several signed examples 
at GreenwicL His career was cut short by death, under the age of forty, in 1759, soon 
after the Treasurer of the Foundling Hospital had discovered his work in a dealer’s shop 
and promised him some patronage. There is a poetry of tone and a sense of fresh breeze 
about his few surviving works, which show ti^t he had the promise of becoming the 
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best sea-painter of the century. The success, which might have been his, went to a 
Gascon, Dominic Serres (1722-93), who became a foundation R.A. and received most 
of the commissions for sea pieces. 


The Landscape Tradition from Wyck to Lambert 

The Dutch fether of the first Enghsh landscape tradition may probably be found in Jan 
Wyck. His father, Thomas Wyck (c. 1616-77), was a speciahst in pictures of alchymists, 
oriental harbours, and such exotics, who had visited England m the i66os and painted 
some London views, but his main work was done in Holland, where Jan was bom, 
presumably at Haarlem, 29 October 1652, according to the inscription on Faber’s mezzo- 
tint of his portrait by Eineller. Jan spent most of his working hfe in England and was 
&mous for his battle pieces (especially for pictures of the ‘Batde of the Boyne’) and 
for subjects with broad panoramas, in which horsemen and (sometimes) portraits 
were combined. He seems also occasionally to have painted sporting groups, and it 
was during the later 1690s that he was the teacher of John Wootton, the &st artist 
who was to popularize the sporting picture in Britain with something hke the same 
level of distinction and success as the portrait painter. Jan Wyck died at Mortlake 
26 October 1700.^ 

A painter who worked at times in collaboration with both Wyck and van de Velde 
was Gerard Edema (1652-c. 1700), a versatile painter of picturesque landscapes. He had 
been a pupil of van Everdingen, the first artist to introduce Scandinavian scenery into 
Dutch painting, and he himself travelled as far afield as Norway, Newfoundland, and 
Surinam, but he was based on London firom about 1670 and he died at Richmond in 
Surrey. His work is Hvely and decorative, with a tendency towards the bizarre and the 
‘picmresque’, of which he was one of the earUest exponents in Eng land. It can be seen 
on a vast scale at Chatsworth and in a number of litde pictures at Althorp. Lesser 
Dutchmen who settled in London in the 1670s were Adam Colonia (1634-85), who 
painted the figures, and Adriaen van Diest (1655/6-1704), who painted the landscapes, 
in works of collaboration. Van Diest is also known as a minor portraitist and genre 
painter, but he had a name chiefly for the decorative landscapes which were part of the 
house furnishing of the time. 

Apart firom these more or less imaginative artists, a certain amount of landscape paint- 
ing was being done at the close of the seventeenth century by the professional topo- 
graphers. Leonard Rnyff (1650-1721) was a masterly topographical draughtsman of 
bird s-eye views of gentlemen’s parks, and John Stevens, who died 6 October 1722, 
worked at times in the same vein in painting. In addition to small decorative landscapes 
done for dealers, he painted a series of vast views of Hampton Court, Herefordshire, 
which were in the sale at the house in 1925. One of these is now in the possession of 
Viscount Hereford.^ 

The elder Jan GrifEer (c, 1645-1718), a Dutchman who came to London about 
the time of the Great Fire (1666), but spent the years of the turn of the century in 
Holland and Germany, painted a number of topographical landscapes in a style based on 
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Siberechts, but his chief work was in imitation of earlier painters, and his importance 
hes in the fact that he was the father of two painters who were among the first decent 
topographical artists, with a bent for real landscape, that worked in England. The two 
younger Grifiiers have not been fully disentangled. Their names were Robert, allegedly 
bom in England 7 October 1688, who died about 1750, and Jan II, who was working in 
P.Ti gland in the 1730s and 1740s. A ‘Regatta on the Thames’ (Plate 92) in the collection 
of the Duke of Buccleuch is clearly signed R. Griffier and dated 1748, and suggests that 
the artist had not neglected to look at Canaletto (who visited London in 1746), and 
prospects of Windsor and London signed Jn. Griffier are at Milton Park, while views of 
Billingbear and Audley End, dated 1738 and 174(2?), also signed by Jan Griffier, are at 
Audley End. All these are enhvened by Httle figures, but the basic style is topographical 
and not that of Gaspard Poussin or stage designing, which was the alternative landscape 
tradition which obtained in England in the first half of the eighteenth century. Lesser 
exponents of the same style can be unearthed firom the pages of Colonel Grant. 

The rival landscape style, a more artificial one, can be best seen in the work of John 
Wootton, whose repute as a sporting painter has thrown into the shade his considerable 
contribution to the landscape tradition. It has been suggested that he was the John 
Wootton who was baptized at Snitterfield (Warwick) 16 September 1683, but he was 
probably bom rather earher, if we may beheve the evidence of a drawing of 1694, in 
which he contributed figures to a landscape by Siberechts. In the later 1690s he was a 
pupil of Jan Wyck, with whom he collaborated in one or two batde pieces, and at a 
much later date, presumably the early 1720s, the third Duke of Beaufort (to whose great- 
aunt he had been page)® paid for him to travel to Rome. It was presumably in Rome 
that he fell under the spell of Gaspard Poussin and Claude, the two classic masters whose 
work was to become so highly appreciated by British collectors in the middle of the 
century, and, on his return in the 1720s, Wootton introduced Gaspardesque landscapes 
into the British tradition. There are good examples of such pure landscapes at Temple 
Newsam, but he not infirequendy introduced a classic backdrop into his sporting 
pictures, which form the m^or part of his work. 

Wootton will be treated more at length under Sporting Painters, but his landscape 
experiments are important because he became the teacher of George Lambert, and 
because the Gaspardesque style which he introduced was at the bottom of one aspect of 
Gainsborough’s poetic landscape style. Direct imitations of Gaspard did not lose their 
popularity until the birth of the great naturafist school of British landscape painting at 
the dose of the century, and the predominance of the Gaspardesque idea was one of the 
most powerful obsessions with which die naturalist school had to contend. 

George Lambert, who was bom in Kent in 1700 and died in 1765, has been righdy 
claimed by Mr Collins Baker as the painter best qualified to be called ‘the father of 
English oil landscape’. As early as 1722 Vertue notes him as a young painter of promise 
who was imitating the style of Gaspard Poussin and Wootton. He was still producing 
very handsome ‘variations on a theme of Gaspard’ in the later 1740s, but it is not for 
such works that he most deserves to be esteemed. In 1727 his portrait by Vanderbahk 
was done in mezzotint by Faber (no doubt pardy as an advertisement) with the inscrip- 


114 



MARINE PAINTING ; LANDSCAPE : OTHER GENRES 


tion ‘Chorographiae Pictor’, which is presixmably meant to mean that he took portraits 
of actual scenes, and in 1732 he collaborated with Scott in the pictures of the East Indies 
Setdements (India Office). 

It is about the middle of the 1730s, however, that we first begin to learn his true form 
in a set of pictures of ‘Westcombe House, Blackheath’ (Plate 96), which are now at 
Wilton. Tradition relates (and there is no reason to doubt it) that the figures in these are 
by Hogarth, and the shipping, in one of them, by Scott. We thus find Lambert ranged 
from the start with the progressive party, and the pictures are the first portraits of a 
Country House, which are not of purely topographical interest but show an eye for 
picturesque arrangements and involve an awareness of the idea of landscape gardening - 
of which Wilham Kent was the first great master - which had such a hold over British 
taste in the eighteenth century. In a sense, the greatest English landscapes of the century 
are not the works of Lambert or Wilson or Gainsborough, but the gardens of Rousham 
(as they once were) and of Stourhead (as they are to-day). British landscape painting 
before the romantic period is founded on the same artificial principles as British land- 
scape gardening, and it is significant that Lambert, about the time he painted the views 
of Westcombe House, became the chief scenery painter at Covent Garden, and the kind 
of picturesque artifice which was appropriate for the stage is also at the bottom of 
Lambert’s views of gentlemen’s seats. Three views of ‘Chiswick Villa’ (Duke of Devon- 
shire) are dated 1742, with figures - as always with Lambert - by another hand. In 
these the stage convention and artificial nature are married to perfection, and the same 
spirit, with a vaster stage and a greater command of atmosphere, is found in the two 
‘Views of Copped Hall’® of 1756, which reveal in their skies a kinship with Richard 
Wilson. Lambert also painted the simple English rural scene, but in studied arrange- 
ments, which suggest a little the backdrop for the stage. These were perhaps a Httle 
more ‘stock designs’ than has been supposed, for the most &mous of them, the big 
landscape dated I757 Foundling Hospital - wliich he presumably presented to that 
mstitution as one of his best works - is a repetition of a small picture of 1753.^ But Lam- 
bert was the first native painter to apply the rules of art to the EngUsh rural scene, and, in 
this sense, Wilson followed liim. 

Canaletto and Samuel Scott 

In the early 1740s the War of the Austrian Succession considerably interrupted the 
steady stream of British Milords and gentlemen who travelled round Europe and spent 
a good deal of money on the arts. British painters at home began to launch out in the 
1740s into other forms of art than portraiture, hoping to catch some of the money which 
had been going to foreign painters, and, as die obverse to this situation, Antonio 
Canaletto (1697-1768), who had relied very largely on the British visitor to buy his 
steady output of views of Venice, decided in 1746 to visit England himself. It was 
clearly a case of the Mountain coming to Mahomet, and it is sufficient to remark that 
there is hardly a single Canaletto painting of any importance in any of the public collec- 
tions of Italy. 
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All introduction was effected at once to the Duke of Richmond, and Canaletto began 
his F.nglisfi period with the two lovely ‘Views of London firom Richmond House’ (Plate 
94 b) 1746, which are now at Goodwood. He never painted better pictures in his hfe. 
The enchantment of Venetian sxmshine was still upon him, the weather when he was 
p ainting them must have been fine, and the two most sparkling views of London that 
have ever been achieved were produced, sprinkled with Httle figures as ahve and fid! of 
London character as his Venetian figures had been ahve with the genius loci. He later 
painted many admirable London prospects, but he never recaptured the same sparkle. 
His contemporaries related that he painted best what was before his eyes, and the grey 
British skies and masses of trees, with both of which he was un&mihar, must have fiUed 
his horizon. He foimd good patrons later in Sir Hugh Smithson (later Duke of North- 
umberland), in the Duke of Beaufort, and the Earl of Warwick, for whom he painted 
their country seats. But he was never at home with the Enghsh scene, as he was, before 
and after, with Venice. His Enghsh views have been fully catalogued by Mrs Finberg, 
and all show a high level of even accomplishment.® There are many drawings as well as 
paintings among them, and Canaletto’s method was to build up a repertory of drawings, 
from which he would later elaborate his picture in the studio. Sometimes he seems even 
to have painted views from other people’s drawings (presumably Samuel Scott’s), show- 
ing work under construction as it was before his own arrival m London. Except for a 
period of eight months in 1750/1, when he was back in Venice, Canaletto remained 
in England until 1755. When he left, the vogue had been estabhshed for London views, 
especially reaches of the Thames, diversified with characteristic figures. The heir to this 
new fashion was Samuel Scott. 

Scott’s beginnmgs have already been described m the account of the EngHsh followers 
of van de Velde, and there is no evidence to hand that he was known as anything but a 
marine painter at the time of Canaletto’s arrival in London in 1746. He does, however, 
appear to have done some topographical studies of London in pen and wash which can 
be dated, on archaeological grounds, as frr back as 1738. It appears to have been Canaletto 
who created the demand for this kind of picture, and Scott veered over to the new 
frshion and was in good practice by 1748. 

Scott learned a good deal from Canaletto, but he was not a base imitator. His true 
quahty, more even than with most British painters, has been obscured by the mass of 
feeble copies and imitations which pass under his name. He diversified his views with 
htde figures, sometimes gay and amusing ones, but he did not seek to give them 
Canaletto’s almost factitious sparkle. Like Canaletto he kept a repertory of drawings, 
from which he produced painted versions and repetitions, either with alterations only 
in the figures as in two versions of identical size of ‘The Building of Westminster 
Bridge’ of which that in the Bank of England (formerly Lord Hatherton’s) was being 
painted 1748/9, while that at Herriard Park is signed and dated 1750; or with en- 
largements and additions, as in the Bank of England ‘Old London Bridge’ 1748/9, whose 
composition was varied and extaided in 1749 to fit as an overdoor in Longford Castle. 
He is at his best when he can combine, as Canaletto could not, the view of the London 
waterfront with the marine style of van de Velde, as in Lord Hambleden’s huge ‘Tower 
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of London’ 1753 (Plate 93). In all these the watery quahty of the English atmosphere is 
rendered with a feeling very different from Canaletto’s Venetian brilliance. Scott, in 
fact, for all his amateurishness (when compared with Canaletto), has converted a foreign 
foshion into a native product. At times he even achieves an unexpected grandeur and 
solemnity of design, as in Lady Lucas’s ‘An Arch of Westminster Bridge’ (Plate 95b), of 
which another large version is at Felbrigg. In the 1750s Scott settled at Twickenham, 
where he painted various prospects, and he made a first visit to Bath in search of health 
in 1760. He finally left the London area in 1765 and, after a short stay at Ludlow, where 
he painted some inland views, settled at Bath until his death 12 October 1772.® It is un- 
likely that he painted much in his later years and certainly no change came over his style 
after the 1750s. 

Amongst imitators it will be sufficient to have mentioned Francis Harding (died before 
1767) who is mentioned by Vertue already in 1745 as an able imitator of Pannini and 
Canaletto, and W. James (exhibiting 1761-71), the sedulous ape of Scott. 

Landscape in Scotland 

The classical landscape tradition penetrated also to Scotland. A femily, or firm, of 
decorative painters named None, whose dynasty died out only m 1845, practised the 
Gaspardesque mode from the middle of the eighteenth century.'® The founder of the 
family was James Norie the elder, bom at Knockando (Morayshire) in 1684, who died 
a Town Councillor of Edinburgh ii Jime 1757. His son, the younger James (1711-36), 
and a yoimger son, Robert (who Hved to 1766) were joined with him in business, and a 
number of decorative landscapes, presumably by this family, remain in some of the older 
houses in Edinburgh. Documented examples are four upright pictures, signed ‘R. Norie 
1741’, in the Duke of Hamilton’s apartments at Holyrood. These show a blend of Gas- 
pard Poussin and Pannini in style, although one may be intended to represent the ‘Falls 
of the Clyde’. As teachen of Alexander Runciman and Jacob More, in the former 
of whom native Scottish landscape begins, the Nodes can be considered the modest 
founders of a tradition. 

Popular Genre and Scenes from Common Life 

It was a Dutchman too who first introduced paintings of what one may call popular 
genre into England, a field which was to be richly elaborated by Hogarth. Egbert van 
Heemskerk has been Uttle noticed,** and he did not work for the patrons of high art: 
Bom at Haarlem 1634/5, he can be traced in Holland until the end of the i66os. He was 
trained in the tradition of painting boors and scenes from the tavern, of which Brouwer 
(whose works he copied) was the greatest exponent. Coming to England, probably in 
the 1670s, he developed as his speciaHty die illustration of scenes fi:om the life of the 
people, in which he displays a keener eye for character and the savour of the scene than 
he does skill in execution. His works are reaUstic and mde rather than caricatures, and 
some of them were doubdess indecent. But Vertue tells us that, about the time that 



THE AGE OF KNELIER AND ENGLISH BAROQUE 

Hogarth was beginning to form his genre style, Heemskerk’s works were ‘in vogue 
aiTinng waggish Collectors & the Lower Rank of Virtuosi’. They are, in fact, symptoms 
of the times. Among his more important pieces are several pictures of ‘Quaker Meetings’ 
(Hampton Court; Powys Museum, Welshpool, etc.), and a very lively ‘Election in the 
Guildhall, Oxford’ (Plate 94a), signed and dated 1687, which is now in the Oxford 
Town Hall. This last is not an unworthy precursor of Hogarth’s scenes from common 
life, but it is ingenuously and shrewdly observed and not loaded with Hogarth’s 
satirical counterpoint. Heemskerk died in London in 1704. 

This tradition was carried on, at the same level of low life, by Joseph van Aken, who 
came to Englandin the second decade of the eighteenth century and died 1749. Although 
best known as the most employed drapery painter of the 1730s and 1740s, he painted a 
number of genre scenes from common Hfe, ranging in date from about 1720 to 1740.’* 
These are works produced in the studio, in which the same figure, or group of figtires, 
reappears in different arrangements, and they are of more sociological than artistic 
interest. Peter Angilhs (1683/5-1734), who worked in England from 1712 to 1728, 
specialized in genre m which piles of vegetables play a large role, but his scenes do not 
often have a specifically British background, although he is known to have painted 
Covent Garden. His affinities are with Claude Gillot in France. 

Covent Garden is also the subject of several pictures by a painter of Spanish origin 
who married in London in 1729, Balthazar Nebot.*^ His ‘View of Covent Garden’ 1735 
(Woburn Abbey) to some extent combines in anticipation the style of Scott’s London 
views with figures which owe something to Hogarth, but are whoUy lacking in satirical 
overtones. Nebot’s best work deals with the London scene, but, in later Ufe (1754 and 
1762) he is also found painting views of Fountains Abbey. 

Painting of Birds, Still-Life, etc. 

Francis Barlow had no successors in his frithful interpretation of native bird and animal 
life, but a bird and beast painter named Cradock, whom Vertue and Walpole call Luke, 
but the burial registers Marmaduke, was buried at St Mary’s Whitechapel, 24 March 
1717. He had some reputation, and a picture of ‘Poultry and Ducks’ by him is at 
Bjnowsley. A more tangible foreigner of the same class is the Hungarian, Jakob Bogdany, 
who specialized in exotic fowls and did a good deal of work for William HI, both in 
England and Holland. There is a large collection of his work at Kew Palace, and he died 
at Finchley in 1724. A Fleming from Antwerp, Pieter Casteels (1684-1749) seems later 
to have had the largest business in bird painting from the time of his coming to England 
hi 1708 until he retired from paintiag to make designs for calico in 1735. He popularized 
the style of Hondecoeter, but without anything of the same kind of Baroque swagger 
in his patterns. His pleasantly composed arrangements of hens, doves, and ducks, some- 
times with a peacock to give them an air, are still to be met with frirly frequently, but 
they are an ofl&pring of Dutch art without anything to suggest that they were painted 
in England. 
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PART FOUR 


HOGARTH AND THE PRECURSORS OF 
THE CLASSICAL AGE 

CHAPTER lO 

INTRODUCTORY 

The shadow of Kneller hung over painting in Britain during the long years of Whig 
Government with a persistency which rivalled that of the pohtical predominance of Sir 
Robert Walpole. It was not that there was no opposition to it, but that that opposition, 
whose focal point was Hogarth, failed to attain the authority to impose itself. The suc- 
cessful portrait painters, and their wealthy patrons, seem to have subscribed to Walpole’s 
motto: Tranquilla non movere. It seems, therefore, at a first reading, as if the young 
Reynolds, when he settled in London in 1752 after returning from Italy, took the town 
by storm with an entirely novel style, and soon imposed his own predominance on the 
tomb of Eineller’s reputation. Reynolds’s biographers have encouraged this view and 
Northcote tells the amusing story' of John Ellis, the last survivor of ICneller’s pupils, 
coming to see Reynolds’s portrait of ‘Marchi’, and saying ‘Ah! Reynolds, this will never 
answer! Why, you don’t paint in the least degree in the manner of Kneller’; and finally, 
unable to give any good reasons for his objection, crying out in a great rage ‘Shakespeare 
in poetry, and Kneller in painting, damme!’ and immediately running from the room. 
But a closer examination of the tangled and little studied skein of painting from about 
1729 to 1749 shows that Reynolds was not so remarkable an mnovator as he has seemed. 
Rather, he was fortunate in coming to maturity in the opposition school, when the major 
battles had already been won, and when society was ripe for a change. A genial address 
and great phability of disposition, gifts which had been denied to Hogarth, helped him 
to win and to hold his new predominance. It is the story of what happened to painting 
in the reign of George II which made this possible, that must be related here. 

We can follow in much closer detail than heretofore what was happening in the art 
world of London from the Notebooks of George Vertue, which begin just about the 
time of the death of Kneller and end just before Reynolds is ready to step onto the scene. 
Amid the welter of minute fects, Vertue occasionally pauses to reflect, and he notes in 
1732 that ‘Art flourishes more in London now than probably it has done 50 or 60 years 
before’. In 1737, after speaking with approval of the style of Teniers, Watteau, ‘and some 
of those Flemish Masters of the Scholars of Rubens’, he adds, ‘and indeed some painters 
lately here, have studied that pencilling, touching manner, with great Success and 
freedom of composition which is likely to carry a merrit with it of a lasting duration’. 
In December 1738 he remarks that ‘whatever advances the Art of painting has made in 
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England since I have taken notice of it - is neither getting nor looseing. That is, instead 
of Sir Godfrey Kneller, who then stood paramount, now we have several painters who 
draw and colour masterly.’ 

Such observations made at the time are very precious, but Vertue was an accumulator 
of the raw fects of history, and in no sense a historian. He never puts down observations, 
probably he never reflected, upon the larger issues which lay behind the changes which 
were taking place. One of the most considerable of these was that the British genius, 
after one of its phases of inspissated insularity, was going through one of its periodical 
spells of catching up with the Eriropean tradition - absorbing, while affecting to despise, 
it. When Fielding,^ in his introduction to Tom Jones (1749) describes his general bfll of 
ft.re as human nature which he will at times ‘hash and ragoo . . . with all the high French 
and Itahan seasoning of affectation’, he might be descnbing, with a dash of mockery 
which was already becoming old-fashioned, the spirit in which Reynolds set out for 
Italy in the very year the words were written. Hogarth’s attitude is exactly hke Field- 
ing’s: he devoured, with Gargantuan voracity, anything which France and Italy had to 
offer (usually through the mediiun of prints) but insisted that the foreign executant 
should be despised and only the British painter patronized. At the height of Vanloo’s 
popularity in London, in 1741, Hogarth, doubtless in exasperation, signed his ‘Portrait 
of a Man’ at Dulwich ‘W. Hogarth Anglus pinxt’. 

It was no new thing for a British painter to journey to Italy. The change which occurs 
in the middle of the eighteenth century is a change in what the painters did when they 
got there. Howard had been a pupil of Maratta in the 1690s and had acquired a know- 
ledge of virtii, but his portraits show no sign of Italian influence. Jervas showed equally 
httle evidence of profiting by his Itahan studies; Kent in 1714 was a pupil of Benedetto 
Luti, whose portraits are an inferior parallel to KheUer’s; and the fevourite teacher for 
foreigners in Rome in the 1730s was Francesco Imperiah. Young painters would eke out 
their money by copying Old Masters, usually perhaps of the Bolognese school, for 
visiting Milords, and they would absorb some knowledge of Greco-Roman sculpmre, 
but perhaps their chief aim would be to form a profitable association with some wealthy 
British visitor, who would patronize them on their return. Certainly there was no 
systematic study of the Great Masters, and in particular of Raphael and Michelangelo, 
who now become the chief objects of study. A new direction to the studies, both of 
patron and painter, was given by the publication by the two Richardsons, in 1722, of 
An Account of some of the Statues, Bas-relirfs, Drawings and Pictures in Italy, a very creditable 
volume which Usted judiciously what was most to be admired and the grounds for such 
admiration. It certainly played a great part in the gro-wth of connoisseurship amoi^ 
British collectors, and it was probably as often to be seen in the hands of the young 
British painter in Rome. Most of the leading portraitists of the younger generation 
studied in Italy and their return is duly chronicled by Vertue. Pond came back to Eng- 
land in 1727, Knapton in 1732, Slaughter (firom Paris and Flanden) about 1733, Giles 
Hussey in 1737, Hoare in 1738, Ramsay in 1738, Edward Penny in 1743. For the older 
generation the Italian journey was to some extent made up for by the various academies 
which were active in London fi:om the first foundation of that of which Kneller became 
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Governor in 1711, where Italian painters (such as Pellegrini) and those who had studied 
in Italy (such as Cheron) participated. The history of the several academies is not 
altogether 'clear. Thornhill succeeded Kneller in 1716 as the Governor of the 1711 
Academy, but it is doubtful if it still survived in 1720, when Vanderbank and Cheron 
were instrumental in founding another. This too did not last for many years, and 
Thornhill, in the winter of 1724/5, opened an academy in his own house. Hogarth in- 
herited the apparatus of this at Thornhill’s death in 1734 and it was reorganized on 
‘democratic’ hnes and survived until the foundation of the Royal Academy in 1768, 
which took over its paraphernalia. The artist in London was thus much better placed 
than he had ever been in the preceding century. There was, however, nowhere for him 
to exhibit his pictures except his ovra studio. The first attempt to remedy this position 
was made, on the initiative of Hogarth, at the newly established Foundhng Hospital, to 
which a number of painters, during the 1740s, presented works of portraiture, history, 
and landscape, which were available to the inspection of inquiring visitors. The sense of 
a body corporate of artists thus took gradual shape during the reign of George II and 
blossomed out in 1760 into the Society of Artists, and was finally canonized in 1768 by 
the estabhshment of the Royal Academy. 

The full marriage of the British tradition with the Itahan Grand Style was not, how- 
ever, fully solemnized until the time of Reynolds. It was prepared for by a series of 
flirtations with the French style, which was much better calculated to undermine the 
formality of the Augustan age. Peace with France established at once much closer com- 
munication between the two countries and the coming and going of painters and en- 
gravers from France was much greater than is usually realized. In 1720 Raoux paid a 
visit to London of some months, and the dying Watteau was also in London during 
1719 and 1720; from May to November 1724 Antoine Pesne paid a visit firom Berlin, 
and Mercier probably settled in London about 1725. Numerous engravers had been 
settled here for some years: in 1722 Vertue lists Dorigny, Baron, Dubose, Dupuis, and 
Le Blond, and the traffic in prints from France was considerable. Most important of all 
was Gravelot, who worked in England firom 1732 to 1746 and profoimdly influenced 
both painters and engravers in the direction of elegance. Probably Hogarth himself, and 
certainly Highmore, show the influence of Gravelot, and Hayman and the yomig 
Gainsborough (in his figures) are saturated with Gravelot’s art. 

Although at the level of the Court there was a marked divergence between British 
and French taste, the middle classes of the two countries approximated more and more 
in their likes and dislikes, and the enthusiasm which greeted Samuel Richardson’s Pamela 
(1740) in France initiated the period when the products of British culture, now well 
estabhshed at home, began to make themselves known abroad. Diderot was ffimiliar 
with the work of Hogarth and Hogarth probably played a considerable part in the 
formation of la peinture morale in France, for which Diderot proclaimed such passionate 
affection. The ‘small conversation’ or ‘conversation piece’ was probably introduced via 
France by Mercier and the French pastoral was imitated in England by Nollekens. Even 
the recovery of some popularity for the history subject, for which there was almost no 
demand in 1736,^ may in part be claimed to be due to the French engravers and the 
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fashion for illustrated editions of standard authors which spread to England from 
France. One of the first of such books was Tonson’s Racine (1723), with plates by Louis 
Cheron. By the beginning of the 1740s the idea of pictures illustrating literaiy subjects 
had spread to English painters, and Vanderbank’s small paintings of the ‘Story of Don 
Quixote’ bear dates from 1731 to 1736. Harmer’s edition of Shakespeare with Hay- 
man’s illustrations was published in 1744 and contemporary pamtings by Hayman of 
Shakespearean subjects exist. Highmore’s pictures which were made for the illustration 
of Richardson’s Pamela were engraved in 1745 and Hayman was painting at about 
this time the decorations for VauxhaU Gardens, in some of which the invention of 
Gravelot is documented. Hogarth’s ‘novels in paint’ may be mentioned here in this 
context, but belong to a class by themselves. Thus the reign of George 11 will be seen 
to be the formative period for British history painting which makes such a vast outcrop 
in the later part of the eighteenth century. 

French influence also counts for much in the introduction of a painterly texture, what 
Vertue calls ‘the penc illin g, touching, manner’ which is so conspicuous in Hogarth and 
gives life to the portraits of his slightly older contemporaries, Vanderbank, Highmore, 
and Dandridge, although Kneller himself was not immune from this virtue. The most 
conspicuous difference between the two schools of portraiture in this transitional period 
is between those who descend from Kneller and the contemporary French tradition, 
who apply their paint in such a way that it is a pleasure to look at, and those, such as 
Hudson, Pond, Emapton, and lesser figures, who descend from the tradition of Riley 
and Richardson and despise the surfece graces. It is an irony that the young Reynolds 
should have been apprenticed to Hudson, and the difference between them which led to 
a fiiendly separation may have been in part due to Reynolds reaUzing that he was learn- 
ing in the wrong school. 

In addition to these influences from abroad certain changes were coming over society 
during these years and the class of patrons for portraiture was expanded to include the 
increasingly prosperous and educated middle classes. For the newly rich there were, and 
always have been, painters who would cater for their affectations, but there was a 
demand also dtuing these years for a genuine and informal style which would reflect, 
not the formal and masklike image of the Augustan period, but the human and informal 
graces of men and women whose hearts were touched by the ‘sensibility’ reflected in 
Richardson’s Pamela, and whose practical good nature found its oudet in works of 
philanthropy such as the establishment of the Foundling Hospital. Hogarth’s ‘Captain 
Coram’ (Plate loi), painted for the Hospital, is the most splendid monument of this 
style and it is reflected in nearly all his portraits, as well as in those of Highmore after 
the early 1730s. Highmore’s ‘Mi Oldham and his Friends’ (Tate Gallery; Plate 107), of 
the 174OS, shows the length to which this new informality could reach. It is reflected 
also in Court circles, as the result of that curious animosity which persisted throughout 
the Hanoverian dynasty between the King and his eldest son. Frederick, Prince of Wales 
(1707-51), whose virtues were more apparent in his appreciation of the arts than in other 
walks of life, signalized his opposition to his father by patronizing experiments in 
portraiture as fiir removed as possible from official formality. Mercier became his official 
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painter soon after his arrival in England (from Hanover) in 1728, and painted, in 1733, 
the very singular ‘conversation’ of the Prince and his sisters (who were then hardly on 
speaking terms) making music in the gardens at Kew (National Portrait Gallery): and 
the large Du Pan group of 1746 at Windsor of the ‘Princess of Wales and her Children’ 
(Plate III) is the first deliberately domestic royal portrait painted in England. During 
the reign of George II the domestic virtues gradually triumphed until they were 
canonized by the example of the Court under George HI. The nature of the accompany- 
ing change in portraiture can be most clearly seen when we reflect that a Lely or a 
KneUer Duchess is usually represented as plucking a blossom of syringa or slapping her 
knee with a rope of pearls, while Reynolds frequently represents sitters of the same 
quaUty engaged in embroidery or the making of lace. 

A brief chronological survey of the main changes in fashion, as they are reflected in 
Vertue’s notes, combined with what seem to-day the most important painting achieve- 
ments of the time, ■will properly precede an account of Hogarth and his contemporaries. 
Just before Kneller’s death, in 1723, and at the outset of his notes on living artists, Vertue 
gives a hst of the painters then in the public eye. Nearly all the portraitists have already 
been mentioned in the earlier chapters and the only new names are: Thomas Gibson (c. 
1680-1751), a follower of KneUer, of whom nothing further need be said; John Vander- 
bank, and Enoch Seeman; in the same year he notes the first appearance of the young 
Highmore. John Smibert, who was soon to leave for the New World, is added in 1724. 
In 1727 Gay’s Beggars Opera was produced "with great success, not least because it con- 
tained much covert satire on the Walpole administration: and it is significant that 
Hogarth first appears as a painter in 1728 in a picture taken directly from the stage 
performance of that work. About the same date the ‘Conversation Piece’, "with small- 
scale figures, in an intimate setting, perhaps introduced by Merrier 1725/6, first becomes 
popular. Dandridge, Hogarth, Charles Phillips, and Gawen Hamilton are the names 
which are first associated with this new genre, and with the allied small-scale whole- 
length single figure. The scale made this a cheap form of portraiture and it is significant 
that those who were successful in this form turned away from it as soon as they could to 
the more remunerative field of life-size portraits. In 1730 Vertue mentions Vanderbank’s 
draftings for ‘Don Quixote’ and his paintings on this theme date 1731-6. Jeremiah 
Davison puts in an appearance in 1731, Marcellus Laroon in 1732, and the same year 
Vertue notes that art flourishes more in London than it had for fifty years. It was in 1732 
also that Hogarth’s first series of moral stories in paint, ‘The Harlot’s Progress’, appeared 
in engra-ving: the first pictures designed for mass reproduction and to apped to all 
classes. Hudson, who was later to be the most prosperous of the snob portraitists, is first 
mentioned in 1733. In 1735 Hogarth’s copyright act, immediately followed by his en- 
gravings of ‘The Rake’s Progress’, marks a step forward in the artist’s status, and the first 
of an invasion of foreign portraitists, dra'wn to England by the prosperous condition of 
the arts, appears in the person of the Cavaliere Rusca. His visit was short, but he returned 
in 1738, and, in the meantime, Soldi had arrived about 1736, Van Loo in 1737 - -with 
prodigious success - so that Allan Ramsay, who had returned from Italy in 1738, de- 
scribed his London success in a letter of 1740 as ‘I have put all your Vanloes and Soldis 
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and Ruscas to flight and now play the first fiddle myself’. In 1737 Vertue first notes the 
prosperity of Joseph van Aken, who painted the draperies (and most, except the face) 
for a considerable number of portrait painters. This had reached such a pitch by 1743 
that van Aken seems to have worked at least for Highmore, Hudson, Knapton, Pond, 
Ramsay, Dandrige, Wills, and Winstanley, and, as Vertue says, ‘puts them so much on a 
level that it is very difficult to know one hand firom another’. On his death in 1749 he 
seems to some extent to have been succeeded by a younger brother, and the van Aken 
problem makes certain questions of connoisseurship in this period extremely tricky. The 
incorporation of the Foundling Hospital in 1739, followed by Hogarth’s presentation to 
the Hospital in 1740, marks the beginning of a period in which the principal painters of 
the newer school, led by Hogarth, sought scope for historical and rehgious subjects, and 
Highmore, Hayman, Wills, Casali (who arrived in England in 1741) presented religious 
works to the Hospital, while others, includmg Richard Wilson and the young Gains- 
borough, presented landscapes. In the 1740s a national school of painting had at last 
reached maturity, and the new tendencies were well on the way to winning the field. In 
1740 Jonathan Richardson retired from the practice of painting and devoted himself to 
hterary studies, an example which was to be followed in later years by several of those 
who had helped to make possible the final victory of Reynolds - Ramsay, Highmore, 
and Hudson. The central figure of the period is imdoubtedly Hogarth, who must be 
treated first. The lesser figures, both older and younger, can be grouped around his 
achievement. 


NOTES TO CHAPTER 10 


I. J. Nordicote, Supplement to the Memoirs of. . . Sir Joshua Reynolds (1815), 
xvii. 

a. I have stolen this apt quotation from T. S. R. Boase’s article in the Journal 
oj the Warburg and CourtauU Institutes, x (1947), 91. 

3. T. Atkinson, A Conference between a Painter and an Engraver (1736), quoted 
by T. S. R. Boase, op. cit. 88-9. 
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CHAPTER II 


HOGARTH (1697-1764) 

Ho GARTH was far and away the most significant artist of those who were the first to owe 
their technical tra inin g to the academies which had been founded in London in the second 
decade of the eighteenth century. But he was neither a typical nor a model product of 
those academies, since he reUed all his Hfe on a prodigious visual memory rather than on 
drawing from the thing or person before him, and his first training had been under EUis 
Gamble, a professional engraver of arms on silver plate. Alone of the painters of con- 
sequence of his generation (or the next) - if we except Hayman - he had been brought ,up 
in the world of engravers, and this was to affect his art in more ways than one. The over- 
loadmg of ornament which was in fashion for engraved plate at this time encouraged 
Hogarth’s naturally flamboyant fancy, and gave him a facihty in its expression which 
could hardly have been acquired by a more academic training in drawing. It also, how- 
ever, encouraged spirited improvisation rather than studied composition, and led to his 
overcharging some of his compositions with more figures and matter than they could 
reasonably bear. The London engravers, many of whom were of French origin, were in 
closer touch with the Continent than the painters, and it was through the brisk trade in 
engravings that the ideas and compositions of the great classics of pamting became cur- 
rent outside their own country, while the same trade served for the circulation of prints 
of scenes from common Hfe and of illustrations to works of history and romance. The 
young Hogarth seems to have devoured everything of this kmd that he could get a sight 
of, storing in his visual memory everything from the formulas of Raphael and the vivid 
idiom of Callot to the lowest, but sometimes effective, awkwardness of cheap Dutch 
broadsides. It is this apparent faculty of having swallowed whole a popular illustrated 
encyclopaedia which makes Hogarth appear to-day, when scholars have painfully de- 
tected his ‘borrowings’, a prodigy of learning. But it is likely that his use of this vast visual 
repertory may rather have been to some extent subconscious. None the less, it is the stuff 
from which many of his pictures are formally derived. 

Hogarth was a man of pugnacious and self-assertive temperament, one of the first 
EngUsh painters of note who could be called a ‘character’. He ceaselessly pubHcized his 
activities, had no scruples about being consistent, and was something of an opportunist. 
His propaganda in his ovra favour has been sufficiendy successful for him to be glibly 
called, in one British history of painting after another, ‘the fether of British painting’. It 
will be apparent that this is nonsense, and the fiilse claims of the Hogarth legend have done 
a good deal to obscure the real claims of Hogarth the painter. In order to follow the course 
of his career with sympathy, it is necessary to understand the general lines of his ambition, 
which remained constant throughout his life. He tells us himself that it was the works of 
Thornhill at St Paul’s and Greenwich which fired him to be a painter. Not so much, per- 
haps, the glamour of the works themselves as the fame and distinction which surrounded 
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the artist who had done them - a knighthood, the position of King’s Painter, and the 
reputation of having earned a name in history painting, the highest flight in the current 
hierarchy of art m European esteem. His ambition was quite simply to succeed Thornhill 
and become heir to all his successes, and he died a disappointed and rather embittered man 
because he had foiled. He pursued his ends with something of the engaging naweti of a 
(quite i maginar y) African native who would eat a white missionary on the assumption 
that he would thus become possessed of the white man’s knowledge and powers, and it 
never occurred to him that Thornhill’s position was largely due to the aptness of the times 
in which he lived to support a history painter of his class, and that the times had changed. 
He began by marrying Thornhill’s daughter (1729), and he carried on very vocally a 
strong nationahst line (which had played some part in Thornhill’s success) and attacks on 
the ‘Old Masters’, while, all the time, pillaging the old and modem masters of half Europe 
for his own compositions. All these elements in his character* are apparent in his work. 

He must also have been endowed from heaven with a gift for handling the medium of 
oil paint. There were two schools of painting among the portraitists of the time, the one 
descending from Kneller, which included the more progressive younger artists, Vander- 
bank, Dandridge, Highmore, Gawen Hamilton, and Hogarth, in which the actual texture 
of the paint surface counted for something; and the other descending from Riley, and 
includmg Richardson and, later, Hudson and Ramsay, in which a smooth texture, without 
‘pencilling’, was favoured. But the Kneller-Vanderbank tradition was quite insufficient 
to account for the lovely and dainty use of paint which is found in Hogarth right at the 
beginning of his career. It is something nearer to W atteau or to Jean-Fran9ois de Troy than 
to anything in England, and it remains a mystery how Hogarth can have come by it. His 
very first paintings, a series of repetitions of a scene taken from The Beggars Opera, which 
was then playing to crowded houses, were done in 1728/9 and are something completely 
new in British painting. They would not look out of place among a collection of works 
by Lancret and Pater, and it is impossible to avoid the conviction that Hogarth had seen 
something more intimately French than the work of Mercier. With a mind of such quick 
visual response a single picture might have been enough. 

‘The Beggar’s Opera’ (Hever Casde; Plate 98), which shows the scene as it was pre- 
sented on the stage, was so successful that Hogarth was commissioned to make three or 
four repetitions of it, which show slight variations. He had to invent nothing, so that the 
scene is not overloaded, and his visual method enabled him to present the incident with 
the vivacity of a moment in a real drama. It made his name as a painter of lifelike portraits 
on a small scale, and he soon had to turn this reputation to account, since his marriage to 
Jane Thornhill in 1729 forced him to earn a living seriously by portraiture, and the small- 
scale group or conversation piece, introduced by Mercier about 1725/6, was in its early 
popularity. 

A good many single figures of ‘conversation’ size and small conversations date from 
1729 to 1733 and one or two are as late as 1738, but the mode was not sufficiently re- 
munerating for the labour involved and Hogarth abandoned it as soon as he had struck 
another and more profitable vein. Only one or two of the more ambitious examples need 
be considered, and it is worthy of remark that those which take place indoors are always 
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more successful than those which have a landscape background. Hogarth’s sympathy was 
always with man and cities rather than with ‘nature’, with which he probably had little 
patience, and his conversations are always better the nearer they approach to a scene on the 
stage. With characteristic ambition he tried, very early in the series, to paint a conversation 
of more participants than those of any of his rivals, and Vertue notes that ‘The Wollaston 
Family’ (Plate 97) 1730, now on loan to the Gallery at Leicester, created a considerable stir. 
No less than seventeen persons are arranged in the room, in two groups, which are some- 
whatnnvely bound together by a gentleman whose gesture has no psychological relevance 
but to introduce one group to the other. There is evidence of alternative arrangements of 
some of the figures showing through the more transparently painted afterthoughts and 
it is characteristic of Hogarth that, even in so ambitious and difficult a composition, he did 
not work it all out in a drawing first, but improvised as he went along. In ‘The Assembly 
at Wanstead House’ (Philadelphia), painted 1729 to 1731, there are no less than twenty- 
four figures, but the composition is a good deal less ingenious, and the figures at the back 
are crowded in, in something approaching desperation. It was the vivacity of the stage 
which inspired Hogarth and, when once he could combine the stage and a conversation 
piece, as in the ‘Children playing The Indian Emperor before an audience’ 173 1/2 (Earl 
of Ilchester; Plate 99), he produced his masterpiece in this vein. The scene on the stage is 
itself a sort of heroic version of that which he had depicted in ‘The Beggar’s Opera’ (Plate 
98), and the sideways view of stage and spectators gave him an opportunity for a second 
group of equal vivacity with the first. Hogarth hardly ever later displayed the rich resource 
of his powers of picture-making to better advantage, and the picture must count as the first 
real masterpiece of small-scale figures in British painting. It is also as good as anything of 
the kind painted in France, and there is a tenderness in the observation of the children 
which had to wait for Gainsborough to rival it. 

About 1731 Hogarth painted half a dozen pictures which were engraved in 1732 with 
the general tide of ‘A Harlot’s Progress’. The originals perished in the fire at Fonthill in 
I755» but then importance as the first of a new class of picture, with which Hogarth’s 
name is perhaps to-day most generally associated, requires that the genesis of this new 
mode should be considered. Vertue, writing at the time (in 1732), not only reveals their 
immediate success, when he calls the series ‘The most remarkable Subject of painting that 
captivated the Minds of most People, persons of all ranks and conditions, firom the greatest 
Quality to the meanest’, but indicates their accidental genesis. He says that Hogarth began 
with a single pictiure, without any intention of painting a series. He was then advised to 
make a companion to it, and then ‘other thoughts increased and multiplied by his fhiitful 
invention’, so that he painted six in all. This smacks of the truth and is so true to our other 
knowledge of Hogarth’s character that it is difficult to disbelieve. The type of picture 
grew out of what he was doing at the time, small-scale stage groups and conversations. 
The difference in ‘A Harlot’s Progress’ is that Hogarth invented the drama himself as well 
as painted the scene, and it is characteristic of his mind that he should have invented the 
drama as he went along and not worked it out carefully in advance. In his later years, when 
he wrote his autobiographical notes, and in the light of his later works of the same kind, 
Hc^arth describes in relation to this series what were no doubt his final intentions in later 
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pictures of this class. ‘I therefore turned my thoughts’, he says, ‘to a still more novel mode, 
viz. painting modem moral subjects, a field not broken up in any country or in any age . . . 
I wished to compose pictures on canvas, similar to representations on the stage; and 
farther hope that they will be tried by the same test and criticized by the same criterion • . . 
In these compositions, those subjects which will both entertain and improve the mind, bid 
fair to be of the greatest utihty, and must therefore be entitled to rank m the highest class.’ 
The reaso ning m the last sentence is characteristically Hogarthian and filse. But Hogarth 
at least makes clear that these pictures must be judged as the work of a dramatic writer and 
a moralist, as well as the work of a painter. No doubt the triple intention overloads his 
canvases and obscures at times (too often) their purely artistic virtues, but the historian 
of art should take what he is given and seek to give an account of it, and not complain that 
it is not something else. By engraving this series Hogarth’s art penetrated into every class 
of society and the engravings were immediately pirated. This provoked Hogarth to 
action, and his next preoccupation was to get an act passed which would ensure the copy- 
right in the engraving of his works to the artist who had created them. This act was passed 
shortly before Hogarth issued his second series of moral fables, the eight pictures of ‘A 
Rake’s Progress’, which were engraved in 1735 and have now found a home in the Soane 
Museum (London). 

We have no means of telling what the painterly quaUty of the ‘Harlot’s Progress’ 
series was like. That of the ‘Rake’s Progress’ is extremely uneven. At times it reaches the 
highest degree of exquisite paint and at others it is merely perfunctory. The reason is 
presumably the simple one that, since the engravings were to be the lucrative element, and 
Hogarth neither hoped to sell (nor succeeded in selling) the original paintings at even a 
decent price, the paintings themselves could be skimped. Thisisno doubtreprehensible, but 
Hogarth’s importance is twofold: his importance in the technical tradition of painting, 
and his importance in the popularization (or vulgarization) of the works of the contem- 
porary artist. At any rate, the two Progresses deflected him for a time fiom his remoter 
goal of becoming the great history painter of the time, but the engravings of ‘A Rake’s 
Progress’ brought him in enough money to enable him to work more along lines in which 
he was interested himself than on the lines on which he could get commissions. He had 
also drunk deep of the sweets of being a castigating moraUst, and his mind was by nature 
directed towards philanthropy. It is characteristic of the man that he contrived to turn his 
energies in a direction which would combine the interests of a philanthropist, a morahst, 
and a painter. 

Thornhill’s death in 1734 re-awoke Hogarth’s ambition to shine as a history painter, 
although he had so ftr had no experience in that branch of art beyond having possibly 
painted one or two figures for his fether-in-law. Commissions for historical work were 
not forthcoming, so Hogarth devoted much of 1735 and 1736 to painting huge composi- 
tions of ‘The Pool of Bethesda’ and ‘The Good Samaritan’ for the staircase of St Bartholo- 
mew’s Hospital, of which he had recently become a Governor. 

The Old Masters had been generously (and judiciously) pillaged for these vast works, 
but Vertue reports that they were by everyone judged to be more tlian could have been 
expected ftom Hogarth. Their chief shortcoming is perhaps their lack of monumentality. 
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They have the air of compositions planned on the scale of conversation pieces and then 
enlarged. They did not provoke any commissions and Hogarth had to suppress again, for 
a time, his desire to shine as a history painter, and turn once more to popular genre for 
engraving - such as the ‘Four Times of Day’ (two at Grimsthorpe Castle, and two in the 
National Trust collection at Upton House). At the same time, having inherited the 
apparatus of the academy which Thornhill had held at his own house, Hogarth promoted 
a new academy, which, under more democratic management, survived until the forma- 
tion of the Royal Academy and its Schools in 1768. 

Hogarth now turned for a further Uvelihood to doing portraits on the scale of Hfe, a 
task to which all British painters had to turn their hand if they were to prosper. After a 
few experiments with his family and friends he characteristically again appeared before 
the pubhc with an ambitious portrait, which, with interested generosity, he presented 
to the Foundling Hospital. This was the seated full-length of ‘Captain Coram’ (Plate loi), 
that noble and benevolent man who had secured a charter for the Foundling Hospital in 
1739- Coram was a friend of Hogarth’s and Hogarth became one of the first Governors 
of the Hospital, to whom he presented the portrait in 1740. At the same time, under 
Hogarth’s inspiration, the Foundling Hospital built up, during the first ten years of its 
existence, a connexion with the best artists of the day, who presented to it examples of 
their work, which were exhibited in rooms to which the public had certain access. In this 
way Hogarth contrived to set in motion the machinery which was to lead to the forma- 
tion of the Royal Academy. The portrait of ‘Captain Coram’ is one of the great landmarks 
in British portraiture. It was at once the most original portrait to have been painted for at 
least half a century in Britain, and one of the first to be more or less on public exhibition. 

Even its subject-nutter was to a large extent new.^ It is not an aristocratic portrait 
painted for a palace, nor even a full-length to fit in with the fanuly series in the house of a 
country gentleman. It is, as it were, a ‘state portrait’ of a middle-class philanthropist, 
painted to form (as it remains) the principal ornament of a benevolent institution. It was 
painted with affection to keep Captain Coram’s name in remembrance, and the aspect of 
his character which is stressed is not his birth, nor the social status to which he has climbed, 
but his good nature. The man himself smiles out at us from the canvas. He is no longer a 
type with individual features, but an individual in his own right, whose character is 
reflected in those features. 

‘Captain Coram’ is not, of course, the fint portrait in which these elements appear. 
Hogarth himself had shown the way to middle-class portraiture of this kind before, and 
all the more progressive artists of his generation, most of all Highmore, had been escaping 
gradually, from about 1730, from the tyraimy of the social mask. But ‘Captain Coram’ is 
the first portrait of this class which partakes also of the nature of a ‘state portrait’. Dr 
Antal has convincingly shown that Hogarth deliberately modelled himself on Rigaud’s 
portrait of ‘Samuel Bernard’ (with which he would have been familiar from Drevet’s 
engraving), and toned down that full Baroque presentation of a prosperous financier into 
something which had lost all the overtones of arrogance, while it retained to the full the 
feeling of dignity. Considerable resources of art were, in fret, needed to give dignity to 
the squat figure of the old naval captain without straying from the truth of appearances, 
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and it is a gauge of Hogarth’s powers as a creative and intellectual artist that he has married 
his new subject-matter to Ae European tradition. Old-feshioned painters and old- 
feshioned sitters might go on for many years in the old tradition, but the vknguard of 
British painters, who were to make British portraiture the most impressive in Europe in 
the next generation, took their lead from ‘Captain Coram’, and Hogarth himself never 
had occasion later to turn his forthright vision to such monumental purposes. 

The five years from 1740 to 1745 are those during which Hogarth was most active as a 
portrait painter on the scale of hfe. Among the most typical and accessible examples are 
the ‘Unlmown Man’ of 1741 at Dulwich, signed ‘W. Hogarth Anglus\ no doubt as a dig 
against the great temporary popularity of Vanloo in London; the ‘Mrs Salter’ of 1741 or 
1744 in the National Gallery; and the ‘Graham Children’ of 1742, in the Tate 
Gallery. ‘Mrs Salter’, on its more modest scale, is worthy to rival ‘Captain Coram’. This 
unclouded directness of apprehension of character is more remarkable in a woman’s 
portrait than in a man’s, and the sparkle of life in the fiice and in the mere paint as well 
suggest that Hogarth had refreshed his experience of France. This makes the reading of the 
date as 1744 the more likely; for Hogarth visited France in 1743 , where he must have seen 
in the Salon the work of the only other great European middle-class painter of the time- 
Chardin. That love of the texture of paint, which is part of Chardin’s means of transform- 
ing common things into symbols of an ideal world, isnowhere more apparent in Hogarth’s 
work than in ‘Mrs Salter’ and in the greatest of his series of modem moral subjects, the six 
pictures of ‘Marriage k la Mode’ in the National Gallery, at which he was working from 
1743 to 1745. 

The ‘Marriage ala Mode’ series is incomparably superior to ‘A Rake’s Progress’, and not 
merely because it was designed to appeal to, and to castigate, a higher level of society. 
The engravings probably had the same appeal to all classes of persons, but Hogarth, to 
ju<%e from the loving beauty of their execution, seems to have hoped that the original 
paintings might in this case appeal to a collector of a superior class. And well they might. 
The top-heavy piling up of pictorial wisecracks, which makes the earher series so tiring to 
read, has here given place, in the best of theseries, to aludd economy of order anddesign, no 
less rich in satirical counterpoint. George Bamfield has given place to MoHdre. ‘Scene II: 
Early in the Morning’ (Plate 102) is not only a miracle of psychology, and a brilhant 
exercise in the comedy of manners, it is also one of the most captivatingly lovely paintings 
of the English school. In Fielding’s already quoted words from the 1749 introduction to 
Tom Jones, here is human nature which Hogarth has contrived to ‘hash and ragoo with all 
the tdgh French and Italian seasoning of affectation’. 

In June of 1745 Hogarth, who had spared nothing of self-advertisement, held a sale of 
the various painted originals for his popular engravings. The result was a frilure, and it 
became dear that contemporary paintings of modem moral subjects could not compete 
in value with quite secondary Old Masters. At the same time the building of the Foundling 
Hospital was completed and Hogarth turned again to his original ambition of history 
painting and to organmng the more progressive artists into helping to decorate the 
Foundling Hospital. Four large religious histories were presented to the Hospital during 
the n«t few years by their painters, Hogarth, Hayman, Highmore, and the Rev. J. Wills. 
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(Plate los). In the six heads in this latter picture, painted with tenderness and sympathy, 
without a thought of public praise or blame for the finished work, with no desire to point 
a moral, we can see Hogarth’s lutural gifts at their most unclouded. He seems to set before 
us a group of characters for a story as innocently charming as The Vicar of Wakefield. In 
this, and m a few portraits such as ‘Captain Coram’ (Plate loi), we can see how much of 
the Goldsmith in Hogarth was lost in his pubhc parade of the Fielding element in his 
character. Private pictures of this kind are not those which make Hogarth important in 
the history of British painting, but they must none the less be numbered among the small 
company of great masterpieces of the British School. 

Hogarth’s place in the broader panorama of European art is probably greater than that 
of any other British painter, and it is hardly related to his importance within the British 
school. His modem moral subjects He behind the growth in France of la peinture morale of 
which Greuze was the most fiishionable exponent. Their ramifications extend towards 
David and Goya. But in British painting, which is our concern, Hogarth’s art has always 
been respected, but has never been dynamic. 


NOTES TO CHAPTER II 

I. By far the best account of Hogarth’s artistic character, which is bovmd up 
with his private character, is in A. P. Opp6’s introduction to The Drawings of 
William Hogarth (1948). The bulk of Hogarth’s paintings is illustrated and cata- 
logued in R. B. Beckett, Hogarth (1949). For biographical material the 1907 
edidon of Austin Dobson’s William Hogarth is still die best source. 

a. Dr Antal’svaluableessay, ‘Hogarth and his Borrowings’, in The Art Bulletin, 
xxtx (1947), 36fir.,has suggested several of my remarks in this connexion. 
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HOGARTH’S CONTEMPORARIES 

Although the historian must inevitably focus his main light upon the lively personality 
of Hogarth, there was a group of shghtly older painters, who had a more considerable 
fashionable practice as portraitists and who were tending, more or less independently, 
in the same forward direction. They would doubtless have been highly displeased at being 
categorized as ‘Hogarth’s contemporaries’, and a critic of that age would have been no 
less surprised at the description. George Vertue, speaking in 1731 (in, 54) of the leading 
artists, after calling Dahl, Richardson, and Jervas ‘the three foremost Old Masters’, goes 
on to the next class of those that studied in the academy under Kneller, and he names 
Hogarth last in a group which includes Vanderbank, Highmore, and Dandridge, aU of 
whom were in good practice before Hogarth started oil painting. All three belong to the 
group which was interested in the texture of the paint surfece, and all three are candidates 
for the authorship of pictures which have strayed incorrealy into the lists of Hogarth’s 
works. 

John Vanderbank 

Vanderbank died, from the aftermath of debauchery, 23 December 1739. He was probably 
the oldest of the group, although Vertue, who knew him well and thought that he had 
the greatest promise (though it was not fulfilled) of any painter ofhis time, says that he was 
‘not above forty-five’ when he died. But he is perhaps to be identified with the John 
Vanderbank ‘bom at Paris in France: son of Arnold Vanderbank by Mary his wife’ who 
was naturalized ii April 1700.* This would make him old enough to have taken the 
initiative with Cheron, another Frenchman, in founding a second academy in 1720, and 
his certainly signed works begin, on present knowledge, the same year.* From 1723 one 
can point to signed and dated works for every year ofhis life. In pattern they are not often 
strikingly original, but they are hardly ever banal, and Vertue (m, 57) makes clear that it 
was Vanderbank who started, in 173a, the fashion of using a Rubens costume for portraits 
of ladies.* The faces are admirably drawn with the brush in the free, painterly style which 
is characteristic of Hogarth also, and which Vertue calls ‘a greamess of pencilling’. His 
masterpiece is perhaps the ‘Queen Caroline’ (Plate 100) of 1736 at Goodwood, which 
conveys something of the indomitable personality of the then dying Queen, and is the 
first vivid portrait of British royalty since the Revolution of 1688. Outside of portraiture 
Vanderbank is at present known only by twenty small scenes illustrating Don Quixote,* 
which range in date from 1731 to 1736. These too are first cousins to Hogarth in their 
fresh, if slovenly, use of paint, and are amongst the earliest examples of painting with a 
literary source in England, a genre which was to have a considerable expansion during the 
eighteenth century. 
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Joseph Highmore 

Highmore was, in temperament, the exact opposite to Vanderbank. He was a man of 
‘habitual temperance’ and lived to the ripe age of eighty-eight, having been bom in 
London 13 June 1692, and dying in retirement at Canterbury 3 March 1780, on the eve 
of the romantic period. He had by then long given up the practice of painting, a char- 
acteristic of those of the earlier generation who survived into the new world of Reynolds 
and Gainsborough. He was a man of letters and had first been trained to the Law, but he 
spent his leisure hours at Kneller’s academy ‘where he drew ten years’. His clerkship 
expired in 1714 and he began painting as a profession in the following year. A portrait 
of 1721* and an accomplished etching of a man in profile, dated 1723, are all that is at 
present identified of his work before 1728, but firom 1728 onwards his career can be fol- 
lowed, year by year, in a series of signed and dated portraits until his retirement fiom 
practice and to Canterbury in 1762.® 

The development of Highmore’s art runs closely parallel to that of Hogarth in its 
formal elements, and even to some extent in its social implications. But it is entirely with- 
out a bias towards the satirical, the comic, or the moralizing. The writer of Highmore’s 
obituary tells us that ‘he had a tender, susceptible heart, always open to the distresses of 
his fellow creatures and always ready to relieve them’, and, if we may liken Hogarth to 
his fiiend Fielding, we can best imderstand H^hmore by considering him the parallel in 
painting to his fiiend, Samuel Richardson, whose portrait he painted and whose work he 
illustrated. As in Hogarth we begin to find a fiiendly warmth creeping into his portraits 
from the beginning of the 1 730s, a directness in the interpretation of character. Its progress 
may be measured, to take examples from accessible collections, by comparing the ‘John 
'Whitehall’ of 1731 at Birmingham, with the ‘Mrs Perry’ of 1739 at Penshurst. The small 
full-laigth of 1750 of ‘Samuel Richardson’ (National Portrait Gallery; Plate 108) has a 
genial quality which amounts almost to an introduction, and it is this geniality, which 
has as its complement a certain tmder and almost feminine quality, which marks the 
difference between Highmore and Hogarth. 

In the twelve paintings illustrating Richardson’s Pamela, which are now divided 
between the Tate Gallery, the FitzwilUam Museum at Cambridge, and Melbourne, and 
were engraved in 1745, Highmore can be seen working in a vein superficially comparable 
with Hogarth’s in his ‘Marriage la Mode’ series. But the difference of spirit and intention 
is considerable, much greater than the difierence in quality. Highmore is illustrating, and 
not telling the story. The French daintiness of handling is common to both series, but the 
corresponding daintiness in feding is Highmore’s alone, although it is to be reckoned with 
in jointers such as Hayman in their work of the middle of the 1740s. A comparison of 
-Higjimore’s *Pamcla telling a Nursery Tale’ (Cambridge; Plate 106) with the ‘Children 
btnldiBg Ebuses with Cards’, engraved in 1743 as by Hayman after Gravelot’s invention, 
shows ^ same spirit at work and suggests the source of the influmce - Gravelot. The 
importance of Gravelot, who was a draughtsman and engraver rather than painter,’ can 
hardly bfc over-estimated in this connexion. He was the prime sponsor of the rococo and 

136 



Hogarth’s contemporaries 

French manner, which did much to break down Augustan formality, and reached its 
purest English flowering in the early work of Gainsborough. Of the older generation it 
was Highmore who felt this influence most and corrupted it least. In Hogarth’s hands it 
became something like a French dish attempted by an English cook. 

In 1746 Highmore was one of those who presented a religious history picture (under 
Hogarth’s stimulus) to the Foundhng Hospital, and his ‘Hagar and Ishmael’, which harks 
back somewhat to the style of Lely, is the most agreeable of the series, and Highmore is 
recorded as having painted four or five other history pieces of the same character. 

We probably do not as yet know the full gamut of Highmore’s art. The writer of his 
obituary says that he painted more ‘family pieces . . . than anyone of his time’, but hardly 
any have been identified, and his single conversation piece on the scale of life at present 
known was only re-identified by Dr Antal® after it had been acquired by the Tate Gallery 
on its own merits as by an unknown hand. This ‘Mr Oldham and his Friends’ (Plate 107), 
probably painted in the 1740s, considerably enlarges our knowledge of Highmore’s pos- 
sibilities. In style it is perhaps nearer to Mercier (who will soon be discussed) than to 
Hogarth, but it has an EngHsh quality and informahty which Mercier lacks, and it picks 
up a thread in the British tradition which had been lost since the time of Dobson’s more 
heroic ‘Conversations’. Here the figures seem to have stepped firom the pages of Sterne 
rather than of Richardson. Character is conveyed as truthfully as by Hogarth, but with less 
rude direcmess, and Highmore’s softer modelling allows for the play of shades and grada- 
tions, of suggestions rather than statements, which Hogarth’s brusque method rejects. 


Bartholomew Dandridge 

Dandridge’ was baptized 17 December 1691 and was probably working as late as 1754. 
In his normal portraits on the scale of life he differs htde in style firom Vanderbank, except 
that he has rather less bravura of touch, but his groups and single figures on a smaller 
scale are more interesting, and Dandridge must count for something in the development 
of the conversation piece. As with Hogarth and Highmore the series of his recognizable 
works begins with 1728. What is especially interesting in Vertue’s accoimt of Dandridge 
is the fact that he seems to have made something of an art of organizing the grouping of 
his conversations, making litde models of the figures to enable him to study the play of 
light and shade. This is something quite difierentfirom Hogarth’s more slap-dash method 
of improvisation and the difference can be clearly seen by comparing ‘The Price Family’ 
(Plate no) of about 1728'® (Metropolitan Museum, NewYork), which is pretty certainly 
by Dandridge, with Hogarth’s Wollaston group of 1730. Dandridge has grasped the 
principles of Rococo style, which Hogarth never did. 

The same decorative preoccupations can be seen in two later groups ,‘Thc three Noel 
Girls’ (formerly at Stardens) of about 1 740, and ‘Mr and Mrs Clayton and their Daughter’ 
at Squerryes Court, of about 1754. It is apparent, too, and there seems to be something 
French about it, in the small-scale equestrian portrait of ‘Frederick, Prince of Wales’ 1732 
in the National Portrait Gallery, and in one or two other pictures of the same category. 
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Minor Painters 

Of the lesser fry, other than painters of conversation pieces, many names are known and 
many more portraits survive on which the signature of some otherwise unrecorded 
painter can give a moment’s interest to the curious student. We know enough of the 
eighteenth century - as we hardly do as yet of the seventeenth - to feel sure that they need 
no mention in a general history. A few artists, however, deserve mention, though not 
always for the same reasons. The least of these is John Smibert (1688-1751?), a native of 
Edinburgh who had studied in Rome and was beginning to make a name for himself in 
London before he accompanied Bishop Berkeley to Bermuda in 1728, whence he migrated 
the following year to Boston and became the founder of the independent portrait tradition 
of New England. The best of his pre-American works is the ‘Sir Francis Grant’ (Lord 
Cullen; Plate 114A) of about 1725/6 in the Scottish National Portrait Gallery. 

The two less expensive portrait painters at this time who had a good practice in copying 
as well as in original portraits were Enoch Seeman and Isaac Whood, both of whom 
carried on the style of Richardson without yielding to the blandishments of the new style. 
They perhaps specialized in the more old-frshioned clients, and Whood (1688-1752) had 
considerable connexions in antiquarian circles and was kept in employment for many 
years (largely on making copies) by the Duke of Bedford. Enoch Seeman (1694.-1745) 
was a native of Danzig who came young to London and was in good employment by 
1717. He was accurately categorized by the Duchess of Marlborough in a letter of 1734:” 
‘Seeman copies very well, and sometimes draws the faces Hke’, but uncommissioned 
works, such as the ‘Sel^ortrait’ at Thirlestane Castle, show that he was not as uniformly 
pedestrian as he seems. His last major commission, ‘Lady Cust and her nine Children’ at 
Belton, of 1743/4 is specifically known to have been given to Seeman because Hogarth 
persisted in asking too high a price.** Enoch’s brother Isaac Seeman, who survived until 
1751, was also a portrait painter, but does not seem to have had a considerable practice. 

Two much abler and more attractive painters, both probably of the generation bom 
before 1700, are best mentioned here, as the work of both is sometimes confused with that 
of HogartL Of G. Beare no documentary reference has been found, but it is probable that 
he was working in the West Country. His signature is known on some ten portraits 
ranging in date from 1744 to 1749, two of which (both of 1747) - ‘Thomas Chubb’ and 
‘Francis Price’ - are in the National Portrait Gallery. They show a friendly directness not 
unworthy of Hogarth, and Beare’s ‘Jane Coles’ at Ven House, a child with a doll and a 
cat and a basket of fruit, is so Hogarthian in the texture of the paint as well that it has twice 
been exhibited as by Hogarth although plainly signed and dated 1749 by Beare. The other 
painter is George lepton (1698-1778), who will be mentioned also among the painters 
in crayons. After seven years with Riclurdson and three on his own in London, he spent a 
further seven years in Italy from 1725 to 1732. Nothing is known ofhis work and little of 
his activities before 1736 when he became a foundation member of the newly formed 
Society of Dilettanti, with the official title of Painter to the Society. Between 1741 and 
1749 he painted a remarkable series of portraits** of memb«a of the society in a variety of 
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fancy dress (except for the Duke of Bedford), which shows that he was in touch with the 
principal patrons of portraiture in the country. From at least 1737 he had a large practice 
in doing crayon portraits, but his work in oil is rather infrequent, though hardly ever with- 
out some originahty or distinction. One of the prettiest is the engraved, but undated, 
'Lucy Ebberton’ at Dulwich, and typical examples of his best work are the 'Earl of Bur- 
lington’ 1743 (Chatsworth), 'The Hon. John Spencer and his Son out Shooting’ 1745 
(Althorp; Plate 109), and the huge group of 1751 at Marlborough House of the 'Princess 
of Wales and her Eight Children’. In 1763 ICnapton resigned his place in the Dilettanti 
Society and appears to have given up painting. As far as our knowledge goes he did Httle 
after the early 1750s. His latest dated work at present known is the ‘Wathen Family’ 
at Birmingham of 1755. 


NOTES TO CHAPTER 12 
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CHAPTER 13 

CONVERSATION PIECES AND FANCY PICTURES: 
MERCIER AND HAYMAN 

Towards the dose of the 1720s there came into fashion what was for England a new 
Ifinrl of picture, which is to-day called the ‘Conversation Piece’. The essence of such 
pictures is that they represent a number of persons, a family or a group of feiends, with a 
certain degree of informality and at ease among themsdves, not stiffly posed for the 
benefit of the painter. They may be represented in their homes or in their gardens and the 
figures shouldbe small in scale, generally some twdve to fifteeninches high. The eighteenth 
century applied the term ‘a conversation’ to all informal groups, whether small in scale 
or on the size of life, and whether the figures were portraits or productions of the painter’s 
fancy, but to-day the term is restricted in general use to small-scale portrait groups. 

The genre was not uncommon in Holland in the seventeenth century and in France in 
the first quarter of the eighteenth, but it acquired a special character of its own only after its 
introduction into England, not for reasons connected with art but because of the structure 
of Enghsh sodety. It is not an aristocratic form of portraiture, and it is no acddent that it 
begins to appear at predsely the time when the formality of British portrait style begins 
to yield under the softening influence of more natural manners. When the middle classes, 
often with large femilies, began to wish to have their portraits painted, a kind of picture 
was inevitably evolved whidbi was adapted to relatively small houses. For figures on this 
modest scale a correspondingly modest price per head could legitimately be demanded, 
so that economic and sodal considerations combined to promote the vogue of the con- 
versation piece. On the other hand ihe more ambitious painters, whose early reputation 
had been made in this kind of small-scale group, Hogarth, Mercier, Dandridge, and 
Charles Philips, all found later that this genre was insufficiently remunerative and sought 
to graduate into portraiture on the scale of hfe. A few others, such as Arthur Devis, settled 
comfortably into a routine of steady employment in portraiture on this scale for middle- 
class patrons, either in groups or in single figures of corresponding size. 

Among the earliest of British convenation pieces must be counted ‘An English Family 
at Tea’ (National Gallery 4500, on loan to the Victoria and Albert Museum), which is 
generally dated, on grounds of costume, to about 1720. This is only a step removed in 
style from the genre pictures of Joseph van Aken, and it would not be at all surprising if 
the picture turned out to be by van Aken himself. But something more modish - and the 
conversation piece, though rarely aristocratic, is almost invariably modish - first appears 
in a picture by Philip Mercier, which is dated 1725. So much confusion prevails over 
Mercier, espedally over his beginnings,* that he must first be considered at some length. 
As he has claims to be among the fijunders of both the conversation piece and the ftney 
picture, he deserves more attention than he has received. 
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Philip Mercier 

Philip Mercier was the son of a French Huguenot tapestry worker who had migrated to 
Berlin, where Philip is said to have been bom in 1689. He studied in the Berlin Academy 
imder Pesne, who gave a French bias to his art. Vertue, whose account of Mercier’s earlier 
years is all we have to go on, writes in a language which is susceptible of several interpreta- 
tions. It may be that Mercier paid a Jirst visit to England about 1711, bringing with him a 
portrait of the infent Prince Frederick (b. 1707), but met with no success. At some time 
he studied in Italy and in France and he was making etchings after Watteau in 1723/4. 
Whether he made these in London or Paris is ftr from clear, but there is no serious 
evidence to justify the constantly repeated statement that he was Watteau’s host in 
London in 1720. His first dated painting is a conversation piece, signed and dated 1725, 
in the collection of Lord Rothermere, which certainly does not look as if it had been 
painted in England.® As it descended in the family of Baron Schutz, a prominent Hano- 
verian figure at Court from the time of the accession of George II, and as much points to 
its having been painted at Hanover, we may provisionally place Mercier’s effective 
arrival in England between 1725 and 1726 when he painted ‘Viscount Tyrconnel and his 
Family’ (Plate 115) in another conversation piece at BdtonHouse.^This amusing picture 
is the first modish conversation piece at present traced in England. But it is exceptional in 
that it is almost wholly French in style, is aristocratic in intention, and includes a figure of 
the painter himself, who is shown drawing the othen in their recreations. Mercier, how- 
ever, did not need to continue to practise in this vein since, in 1728, the young Frederick, 
Prince of Wales, reached England from Hanover and took his old Hanoverian friend into 
favour. Mercier was appointed Painter to the Prince of Wales 6 February 1728/9, Page 
of the Bedchamber on 6 March, and Library Keeper 26 January 1729. In 1728 he painted 
full-lengths of the three Princesses, which were given by the Queen to Lord Grantham, 
and he was kept busy during the next few years with portraits of the ‘Prince of Wales’ 
(of which the best is in the National Portrait Gallery, Plate 114B), with occasional con- 
venation pieces of the royal ftmily such as the (perhaps maliciously intended)'* ‘Frederick, 
Prince of Wales and his Sisters at Concert’ 1733 (National Portrait Gallery), and possibly 
with catering for some of the Prince’s less edifying pranks. It may have been in the latter 
role that he finally quarrelled with his royal master about 1736/7, and was deprived of his 
Court appointments. But he had also established a considerable Huguenot connexion, 
notably with Sir Thomas Samwell of Upton,* and he settled down for a time as a portrait 
painter in Covent Garden, and to the creation of a new kind of genre, which one may call 
‘frncy pictures’. 

Vertue, in 1737, gives, in his confusing EngHsh which shows a brave attempt to find 
words for something new, an account of these frncy pictures -‘pieces of some figures of 
conversation as big as the life: conceited plaisant Fancies and habits: mixed modes really 
well done - and much approved of’. Nine of these, ranging in theme from ‘A Venetian 
Girl at a Window’ to ‘A Recruiting Officer’ were engraved by the younger Faber in 1739. 
Hogarth’s pioneer work no doubt counts for something in these, and they were probably 
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to make money by the engraving rather than as paintings, but the subjects are 
intended only to please and have no moral or satirical connotation, and they are quite 
literally works of fancy. 

By 1740 (when he signed and dated the huge conversation piece at Thorpe Hall) 
Mercier had retired to Yorkshire, where he had a good practice for some years in portraits 
on the scale of Ufe, often full-lengths. Good examples, of 1741 and 1742, are in the York 
Gallery, at Temple Newsam and at Burton Agnes. He also travelled further afield. He 
may have been in Scotland in 1745: in 1747 Vertue mentions a brief visit to London to 
sell pictures of ‘The Five Senses’ as well as a short visit to Ireland: in 1750 his presence in 
Edinburgh is attested by a receipt at Wemyss Castle. 

In 1751 Mercier returned to London, and his latest dated portrait that I have seen (of 
1 752) shows that he was master of the new style. But the competition of the rising genera- 
tion was too much for him, and he all but settled in Portugal in 1752. His later years in 
London were largely occupied in producing fancy pieces for the engravers, of which 
Houston scraped a good number 1756/8. Few of the originals are in accessible collections, 
and some are very feeble, but the ‘Girl with Kitten’ at Edinburgh (engraved 1756) suffices 
to show how strong a French tincture his art retained to the last. 

Mercier was hardly a genius, but his pictiures have passed imder the names of Hogarth 
and Watteau, and he was a restless and mobile personahty of a decided artistic character. 
That character was markedly French and his most original productions were widely 
diffused in popular engravings. He deserves closer study than he has received as a constant, 
if unspectacular, French influence in the formation of the British style. He and Gravelot 
both count for something in Hayman. The style of his fancy pictures was taken up by 
Henry Morland: and it was later carried on by Gainsborough, under whose name at least 
one of Mercier’s pictures has constantly passed. 

Old Nollekens and Young Laroon 

Two minor figures deserve passing mention, who worked in something of the same 
tradition as Mercier. Joseph Francis Nollekens (1702-48), the fether of the well-known 
sculptor, was a native of Antwerp, who is stated to have been a pupil of both Watteau and 
Pannini. He came to London in 1733, where he worked at first for TiUemans, but later 
built up for himself a ffiirly good independait practice in small fency pictures and galant 
genre in decidedly distant imitation of Watteau and Pater. His best patron was Earl 
Tilney, and the list of his works in the sale of Lord Tilney’s heirs at Wanstead House in 
1822* provides the best catalogue of the kind of ftney subject, with figures on a small 
scale, which was popular in the 1730s and 1740s. A genuine conversation piece (said to be 
from Wanstead) at Northwick Park, if correctly ascribed to Nollekens, suggests that he 
was capable of better things than the usual run of his imitations of Pater. 

The younger Marcellus Laroon (1679-1774), whose fiither has been noticed as a fol- 
lower of Kneller, amid the diversions of a busy and hectic life, which included the stage, 
the army, and a good deal of general roistering, produced a number of paintings (and 
more drawings) of the same character, mainly during tie 1730s and 1740s. One or two 
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portraits by him are known, but most of his paintings are works of fancy, sometimes 
pastoral, sometimes of low life, and sometimes inspired by the stage. His ‘conversation 
pieces’, of which the Duke of Buccleuch’s ‘Musical Party’ (Plate ii 2 b) is one of the best 
examples, appear also to be works of imagination. But all his pictures are original in 
technique and lively in drawing. Many have the appearance of stained drawings, and all 
have a suggestion of tapestry rather than of oil paint about them. They are also curiously 
un-Enghsh and may owe somethmg to his stay in Venice. 

A third foreign practitioner of the conversation piece was the Swiss Barth^lemy Du Pan 
(1712-63), who was m England from 1743 and returned to Switzerland about 1751 (after 
a visit to Dubhn). When Mercier had fallen into disfrvour with Frederick, Prince of Wales, 
Du Pan, in 1746, painted the large group of ‘The Children of the Prince ofWales’ (Plate 
1 1 1) at Windsor, which carried on the same tradition as Mercier, and set a new fashion in 
the treatment of portraits of royal children, which was to lead on to Zoffany and Copley. 

Arthur Devis and his Forerunners 

The conversation piece, and the single portrait on the same small scale, found their first 
contented specialist in that comfortable painter, Arthur Devis. But Devis was in no sense 
a pioneer. His limited vogue, ‘limited’ in the sense that his patrons were mainly drawn 
from the rising middle classes, was led up to by certain minor predecessors, in adition to 
Hogarth and Dandridge. In the early 1730s, when the conversation piece first became 
frshionable and before it had acquired its middle-class flavour, it was Charles Philips 
(1708-47) who was popular in the highest circles rather than his abler contemporaries. 
His vogue with the aristocracy lasted during the years 1732 to 1734, in which he painted 
groups of doll-like families, usually in an elaborately wainscoted interior, for the Earls of 
Albemarle, Fitzwilham, Northampton, and Portland, and doubdess for many more. By 
1736 the aristocracy no longer favoured this kind of group and Philips had graduated to 
portraiture on the scale of life, in which he was merely an inferior Mercier. During this 
same period also, Gawen Hamilton’ (1698-1737) was considered by Vertue to be, in 
some ways, superior to Hogarth, and his portrait group of ‘An Artists’ Club in London 
1735’ (National Portrait Gallery; Plate ii2a) 8 shows more vividly than any other picture 
the worldly condidon of the more successful and conservative artists of the time. Both 
Phihps and Hamilton painted, alongside their groups, single figures at full length on the 
same scale, a diminutive kind of portrait which gained increasing popularity with the 
growing number of persons who lived in rooms which were neat but not spacious. Other 
painters, too, occasionally strayed into the conversation genre, such as Peter Tillemans 
(d. 1734), the sporting and topographical artist, who was Devis’s first teacher and painted 
the children of his best patron. Dr Cox Macro; and Willem Verelst, whose ‘Family of Mr 
Harry Gough’ 1741 (Elvetham Hall) makes one hope that other conversations from his 
hand will be discovered. But Arthur Devis was the first painter who found in portraiture 
on this scale a means of making a constant Hvdihood throughout pretty well the whole of 
his career, 

Arthur Devis (1711-87)® was bom at Preston and was the son of a man who became a 
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Town Councillor there. He thus sprang from the kind of level of society which was to 
find most satisfaction in his work. He appears to-day as a rather refreshing figure in a 
sequence of p ainting which is dominated at one end by Augustan formality and at the 
other by the hi gh rhetoric of Reynolds. He is a ‘discovery’ of the twentieth century (even 
of the 1930s) and his fascination for the social historian has led him to be a good deal over- 
rated in recent writing on EngUsh painting. He was a very minor figure in his own day and 
had no influence on the future, but he was prominent among the successful group of 
painters who were not ‘out of the top drawer’, as may be inferred from his becoming 
President of the Free Society of Artists in 1768, just as all the more forward painters were 
going over to the newly mooted Royal Academy. A letter of 1764/ 5 from Lord John 
^vendish to his sister (Welbeck MSS.) shows vividly what the aristocratic patrons 
thought of his powers. The 4th Duke of Devonshire had ofiered his picture to his old 
tutor and had left the choice of a painter to him, and the tutor ‘desired it may be painted 
by one Mr Devis of Queen Street, because he makes all his pictures of a size, which suits 
his rooms better than those of other painters: I am much afraid it will be fiightful, for I 
understand, his pictures are all of a sort: they are whole lengths of about two feet long; 
and the person is all ways represented in a genteel attitude, either leaning against a pillar, 
or standing by a flowerpot, or leading an Italian greyhound in a string, or in some other 
such ingenious posture.’ The Duke was prepared to submit, but would not pass any 
criticism on the picture in order not to be held responsible for any absurdity which might 
result. And a contemporary pamphlet on the Exhibition of 1762 {An Historical and 
Critical Review) remarks of one of Devis’s portraits (No. 65) ‘Dog like a pig. Leather 
breeches the principal object’ After this warning contemporary note, we can allow our- 
selves with a clear conscience to yield to the undoubted charm with which the kindly 
passage of two centuries has invested Devis’s works. The world they picture is so secure. 

Devis is reported to have first studied under Peter TiUemans (d. 1734), who was a 
master of panoramic landscape, as can be seen in his numerous views of Newmarket 
Heath. It may well be that he began with the intention of becoming a landscape painter, 
as his younger brother, Anthony Devis (1729-1816), an altogether minor person, re- 
mained for the whole of his long life. His first known work is an mutation of Pannini, 
dated 1736; but by 1 742, when he was already settled in London, he was an accompHshed 
painter of conversations and small portraits. Dated works of this character range from 
1742 to 1764. By that date he was eclipsed in his speciality by Zoffimy, and so spent his 
later years experimenting with painting on glass and acting as a restorer. During the 
twenty years of his heyday his style scarcely alters, and very nearly the whole man can be 
read in a single example of each of his two characteristic types of picture. ‘The James 
Family’ 1751 (Tate Gallery) is an excellent specimen of his conversations. The setting 
is a spreading parkland, with the suggestion of a distant village, and one has the im- 
pression, common to all his outdoor scenes, that it is always afternoon. This spreading 
park, in which the tradition of Tillemans stiU lingers, is inhabited by its proprietor and his 
fiunily. A certain sense of ownership of all that the eye surveys, of his park, his wife, and 
Hs diildren, is one of the elements which no doubt helped to make Devis’s works popular 
with the gentlemen who paid for them. In accordance witii this intention the various 
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individuals and objects (chairs, vases, and distant pavilions) are itemized, as if in an 
inventory, and given an allotted portion of space to themselves. The figures do not in fiict 
‘converse’, but present themselves, however formally linked by hand or gesture, in turn, 
in a sort of timid isolation, which has an air of charming natveti. And a feeling for colour, 
at once tender and gay, takes away what might otherwise seem an excessive display of 
interest in ‘property’. This effect is too constant in Devis for it to have been unconscious, 
and we must count him as a master of middle-class social overtones. Just as the English 
imddle classes had no parallel in Europe at this time, Devis too had no parallel among 
contemporary European painters, and his wood notes are among the most purely native 
in English painting. 

In his single figures he is rather less at ease. He is too fond of the ingenious and genteel 
postures which roused the misgivings of the Duke of Devonshire. A particularly en- 
gaging example, full of character in spite of its genteel absurdity, is the ‘Unknown Young 
Man’ (Plate 117) of 1761 at Manchester. He stands by a reading-desk and seems to have 
been surprised while practising to an invisible audience his powers as an orator. It is 
pictures like this which give Devis something of the charm of a minor novelist, and, how- 
ever slender his claims to distinction may be rated by the historian of art, he will always 
rank high in the affections of the historian of manners. It should be added that his name is 
often, at present, used in vain for a mass of less competent work by contemporaries who 
are still unidentified. None of them comes near to the quiet peace of Devis’s settings or to 
his nice appreciation of social values. 

Francis Hayman 

Hayman is historically the most important of this group of painters: he is also the most 
versatile. It has been pointed out by Mr T. S. R. Boase’® that he was ‘the meeting-place of 
two schools, the continental and the EngHsh’, but he was the meeting-place also of much 
more than that. His career touches at some point all the various traditions which went to 
make up the medley of English painting and draughtsmanship in the middle of the 
eighteenth century, and he had a large finger in every artistic pie of the time. 

Bom at Exeter in 1708, he survived until 1776. He was first employed as scene painter 
at Drury Lane and became a master in the field of popular subjects which he was one of the 
first to use for easel pictures. When he first swims into our ken as an artist, in 174.1, it is as 
a ceiling painter, presumably in histories (though no works of this kmd are known to 
survive) - and this no doubt pardy accounts for Edwards’s statement, which would 
otherwise seem surprising, that he ‘was unquestionably the best historical painter in the 
kingdom, befijre the arrival of Cipriani’.” By 1744 he was busy in several roles. He col- 
laborated with Gravelot in die designs and engraving for Hanmer’s Shakespeare, which 
appeared that year: he had started work for Jonathan Tyen on large paintings for the 
pavihons and boxes atVauxhall Gardens:” and he was one of the most active promoters, 
again with Gravelot (and with James Wills), of the academy in St Martin’s Lane. He was 
as much a part of the engraving world as Hogarth was, and his fitmiliatity with ‘histories’ 
cm be gauged firom the &ct diat he was employed for the engravings to Congreve, 
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Milton, Pope, Don Quixote, and for Dodsley’s portraits, and he was still doing new 
engravings for Shakespeare as late as the 1770s - and this leaves out of account an un- 
catalogued number of occasional frontispieces. He was one of those who presented, in 
1746, a history picture ‘The Finding of Moses’ to the Foundling Hospital. He was active 
in the negotiations which led to the formation of the Society of Artists in 1760 and he was 
President of the Society from 1766 until 1768 when he seceded to the new Royal Academy, 
of which he became a founder member and, in 1771, Librarian. His closest links are with 
the two leading figures of the older generation, the very British Hogarth and the very 
French Gravdot, and with one of the most original native geniuses of the younger genera- 
tion, Gainsborough, who pretty certainly worked with him and Gravdot in the later 
1740S. He is, as it were, the fiinnd through which the traditions of stage decoration, of 
Hogarth, and of Gravdot pass and mingle, to emerge refined in the early style of Gains- 
borough. During the later 1740s, while Hogarth was in semi-retirement, Hayman bore 
his mantle, and his output during his most active decade (1745-55) includes rehgious 
histories, painted illustrations to Shakespeare, scenes from the stage, fancy pictures, some 
of the earhest unaffected scenes from the common life of the people, sporting pictures, 
conversation pieces, as well as portraits on the scale of the conversation piece and on the 
scale of life. No other painter of his day could show such variety. 

There is a reverse side to this rather glowing picture; the important figures in the history 
of art need not all be great painters, and Hayman is one of those who were not great. 
Horace Walpole, who was too much ahve to his defects, says unkindly that he was ‘a 
strong mannerist, and easily distinguishable by the large noses and shambling legs of his 
figures’, and we may guess that Walpole was thinking of the conversation piece of his 
own father, ‘Sir Robert Walpole in the Painter’s Studio’ (National Portrait Gallery; Plate 
I20b), in which these defects are more than usually to be discerned. 

This picture, which cannot be later than 1745, may serve as a standard for Hayman’s 
style, although his more pleasing conversations normally take place in the open air. It is 
at the opposite pole from the conversations of Devis. The figures are much larger in scale 
and they are linked together in what may legitimately be called ‘conversation’. In none of 
Hayman’s groups arc there any overtones of pride of possession in frmily or land. The 
features of Hayman himself also deserve attention, for we can understand what Walpole 
means by calling Hayman a ‘strong mannerist’, when we rediscover this rather plebeian, 
or equine, free leering at us as the Princess in the ‘Finding of Moses’ or frowning at us as 
Hamlet in the piaures from Vauxhall Gardens. Even in a frncy pictme such as Mrs 
Christie-MiUer’s ‘Girl at a Spinning Wheel’, or in scenes of low comedy such as the 
‘Lecherous Friar’ (Mus6e Magnin, Dijon - as Hogarth), it is the same smug fitce, and 
Hayman is one of the most easily recognized of painters. 

But Hayman’s importance is independent of these defects, and so is the charm of a 
number of his works. It is no mean achievement to have painted one pf the earliest scenes 
from Shakespeare,* ® ‘The Wrestling Scene from. 4 s You Like It' (Plate 1 19), which presum- 
ably datesfrom about 1744, whenHanmer’s Shakespearevras published; anditis evidence of 
the fertility ofHayman’sinvcntion that, althoughhe had designedan engraving of the same 
scene, the painting is altogether difierent from the engraving. It is a genuine illustration, 
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and not imitated from the stage scene, although the style of stage scenery is clearly in- 
volved, especially in the light key of colour. We may suppose that the four Shake- 
spearian scenes which Hayman painted for the Prince of Wales’s paviHon at Vauxhall, 
probably in 1744/45, were of the same character. 

Hayman’s work at Vauxhall,*'* for which he painted a variety of large pictures from 
about 1744 to 1760, must have been more constantly before the public eye than any other 
painting of the time in London. It blended the tradition of stage scenery with the ‘historical’ 
style, and ranged in theme from the pure pastoral to subjects from the story of the Seven 
Years’ War, with contemporary portraits. The most interesting pictures were canvases, 
measuring about five by eight feet, which adorned the alcoves which studded the vanous 
walks. A few were of scenes from Shakespeare or from contemporary novels, but most 
were simple pictures of rustic games or folklore scenes. Two of these, ‘Sliding on the Ice’ 
and ‘The Dance of the Milkmaids on Mayday’ (Plate 1 1 8), were acquired by the Victoria 
and Albert Museum in 1948. They are something new in theme for British painting, just 
as the commission for them was something new m Bntish patronage, and they mark the 
beginning of a tradition which reached its height in Wilkie and continued vigorously 
through the nineteenth century. They are a sort of London equivalent, on a popular and 
rustic level, of what Boucher was doing in France. The difference is that they are studied 
from common Ufe, and the ornamental element ‘with the high French seasoning’ is super- 
added upon something which is quite down to earth. Exactly the same character belongs 
to Gainsborough’s Ipswich pastorals of the middle 1750s. But it is Hayman who must 
count as the creator of this specifically British form of a continental genre. 

The style of Hayman’s landscape backgrounds is sometimes so curiously similar to 
early Gainsborough that we may be permitted to wonder whether Gainsborough did not 
in fact sometimes paint them for him in the later 1740s. We know that his backgrounds 
were often by other hands, and there can be no doubt in my mind, in spite of much argu- 
ment against the thesis by Mr Whitley, that Hayman in his early Vauxhall period was the 
formative influence on the young Gainsborough. 

After 1755 Hayman would seem to liave done rather httle painting, and that mainly 
of large historical or reHgious subjects. Perhaps mercifully for his reputation, none of 
these are known to-day. 

Bare mention should also be made of the Rev. James WiUs, an agreeable minor painter 
in Hayman’s orbit in the 1740s. He has been mentioned as active, with Hayman and 
Gravelot, in running the St Martin’s Lane Academy in 1745, and his ‘Little Children 
brought to Christ’ 1746, was the fourth of the large rehgious works presented to the 
Foundling Hospital by their painters - the other artists being Hogarth, Highmore, and 
Hayman. It is perhaps more religious in feeling than the others and it is very close, in 
places, to Hayman’s figure style. A conversation piece of the ‘Andrews Family’ 1749 
(Fitzwihiam Museum, Cambridge; Plate I20a) is also dose to Hayman, but more loosely 
constructed and less ‘conversational’. But WUls did not prosper as a painter and he 
joined the Church, dying Vicar of Cannons in 1777. 
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NOTES TO CHAPTER I3 


1. The traditional account of Mercier and his 
relaaon to Watteau, which I believe to be altogether 
unfounded, is given in E, Dacier and A. Vuaflart, 
Jean de JulUenne et lesgraveurs de Watteau au XVIIP 
sikh I (1929), 100 ff; and R. Rey, Quelques Satellites 
de Watteau, Paris (1931). See also P. Wescher in 
The Art Quarterly, xiv (1951), 179 ff- 

2. Reproduced in the Catalogue of the Arts Council 
Exhibition of English Conversation Pieces of the 
Eighteenth Century, 1946, exhibit 6. The picture, 
which was in the J. Pierpont Morgan sale, 31 March 
1 944, has wrongly been called ‘A party on the terrace 
of Shotover House’, which it in no way resembles. 
It does, however, come from Shotover House, 
where it had descended from the Schutz family, and 
is first recorded in the sale at the house by Fare- 
brother, Clark, and Lye, 26 Oct. 1855, lot 663. 

3. It is signed but not dated, but must have been 
pamted between Lord Tyrconners being made K.B. 
in 1725 and the death of William Brownlow m 1726 
(see Lady Elizabeth Cust, Records of the Cust Family, 
Second Series 1909, 191-2). 

4. Ralph Edwards in Bttf/. Mag,, xc (Nov. 1948), 
308 ff. 

5. For a list of the Merders at Upton see Baker’s 
History of Northamptonshire (1822/30), i, 226. The 
most remarkable was a large convivial group men- 
tioned mDalkway’s notes to Walpole (ed. Womum, 
n, 319 note i): this reappeared at Christie’s, 
as ‘English school’, 17 March 1939, lot 88. See 
Journal of Warburg and Courtauld Institutes, xv (1952). 


6. The list is accessibly pubhshed m J. T. Smith’s 
Nolkkens and his times (1920 edn, ed. W. Whitten), 
n, 41 note. 

7. Mrs Fmberg in Walpole Society, vi, 51 ff. 

8. The painters who appear in the group are Dahl, 
Hysing, Hamilton himself, Wootton, Kent, and 
Goupy, and there are the engravers George Vertue 
and Baron, Rysbrack the sculptor, and Gibbs the 
architect. 

9. Sydney H. Paviere, ‘The Devis Family of 
Pamters* in Walpole Society, xxv, 115 ff. This has 
been expanded m Mr Paviere’s monograph on 
Arthur Devis, 1950. 

10. Journal of the Warburg and Courtauld Institutes, 

X (1947). 91. 

I r. E. Edwards, Anecdotes of Painters. . . (1808), 51. 

12. For what is known of the Vauxhall paintings 
see Prof. L. Gowing’s forthcoming study in the 
Burlington Magazine, 

13. Anonymous sales, 19 Nov. 1948, lot 131, and 
28 July 1950, lot 173, in both cases as by de Troy. 
The only earlier Shakespearian pictures are two of 
Hogarth’s less characteristic paintings of c. 1730. 

14. A description ofVauxhall in 1760, withalist of 
the pamtings, is conveniently reprinted in Leslie and 
Taylor’s Lfe and Times of Sir Joshua Reynolds (1865), 
I, 327 ff. Prof. Gowing has made a full study of die 
Vauxhall paintings which will appear m the 
Burlington Magazine. 

15 . W. T. Whidey, Artists and their Friends in Eng- 
land 1700-gp, 1, 219. 
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CHAPTER 14 

FASHIONABLE PORTRAITURE TO HUDSON 
AND RAMSAY 


In December 1737 there arrived in London the Frenchman Jean-Baptiste Vanloo (1684- 
1745), who had already had a certain vogue in Turin and in Paris. He arrived at a very 
opportune moment, when Richardson and Dahl were in their decline and before the 
emergence of a new generation of fashionable fece painters. After a few months, says 
Vertue, ‘a most surprising number of people of the first Quahty’ sat to him, and he 
became the rage. It is not easy for us to-day to see why, for he had none of the graces of the 
art of France. One of the first portraits which made his name was that of ‘General Dormer’, 
signed and dated 1738, which is still at Rousham. In it we see the style of Richardson 
seasoned with a little of the high French affectation. The pose is a little less placid and easy, 
hands and arms make a little for elegance: draperies and the tablecloth curl into a little 
more Frenchified folds - and that is about the whole difference. But Vanloo is important, 
because it is this tinge of modishness which he introduced into the Richardson formula 
which marks the change between Richardson and his son-in-law, Thomas Hudson. Van- 
loo remained in London in good practice until the autumn of 1743. His success perhaps 
also contributed to the rise to temporary prosperity of another foreigner, the Italian 
Andrea Soldi (c. 1703-71), who had been in England since about 1735. His portraits of 
around 1740 have the same cosmopolitan air as Vanloo’s, which seems to be what English 
sitters liked, but they become increasingly English with advancing years. He is at his best 
in a few large groups such as the ‘Thomas Duncombe and Family’ 1741 (Earl of Fever- 
sham), or the musical group of ‘The Family of Sir Thomas Head’ 1750 (on loan to Aston 
Hall, Birmingham). We can judge of the predominance of Vanloo and Soldi at this time 
from the yoimg Ramsay’s letter of 1740, in which he says: ‘I have put all your Vanlois and 
Soldis ... to flight’. He mentions no English rivals. 

The English fashionable painters during this trough period were, in fact, unusually 
poor. But mention should be made of Arthur Pond (c. 1705-58), a pupil of Vanderbank 
who had returned from Italy in 1727, and had made a certain name for himself as a 
crayon portraitist and a much greater name as a virtuoso. In oil portraits he is usually 
uncommonly feeble and his highest level is his ‘Richard Snow’ 1738 (FitzwiUiam Museum, 
Cambridge) . But he has been credited in recent years with the charming group of ‘A Lady 
winding Wool and a Gentleman drawing’" (National Trust, Upton House), which 
would make him a lesser figure of some interest On purely stylistic grounds, however, it 
seems likely that this is by Pieter van Bleeck (1697-1764), a painter of portraits and 
theatrical groups, usually of quite modest ability, who painted at least one certain work 
of real distinction, the ‘Mrs Cibber as Cordelia’ c. 1755 (on loan to the Stratford Memorial 
Theatre).* 
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Thomas Hudson 

To these lesser fry succeeded Thomas Hudson (1701-79), the son-in-law of Richardson 
and the heir of what one may call the Riley tradition. We can watch his gradual emergence 
in the pages of Vertue’s notebooks. Vertue first mentions him in 1733; by 1738 he is still 
not listed as among the ‘principal painters’; but he is in full swing by 1741 ; and by 1744 he 
was thought to have the fullest run of employment in town. The large number of his 
surviving works, and the fact that the yotmg Reynolds was his pupil firom the end of 1 740 
to 1743, have led to his being one of the few names of painters fiumliar to those who 
believe that British painting begins with Hogarth and Reynolds, and he has a little niche 
m all the standard boohs. It is doubtful if he deserves this eminence, and he is altogether 
mferior to such a painter as Highmore. Hudson may fairly be described as the last of the 
conscienceless artists, of whom Lely was the first in England, who turned portraits out to 
standard patterns and executed comparatively little of the work themselves. The drapery 
painter counts for a great deal in Hudson, first Joseph van Aken (who died in 1749) and 
then van Aken’s younger brother. Hudson and Ramsay are linked in this respect, and 
they were Joseph van Aken’s executors: but whereas Ramsay must rank as one of the 
major formative influences on British painting of the age of Reynolds, Hudson, for all 
that he was Reynolds’s teacher, counts for nothing at all. 

It is a very curious fact that, for all his undoubted reputation by 1740, it is not possible 
at present to point with any certainty to a Hudson portrait painted before 1745^. His 
immense vogue, on present experiaice, seems to have been about 1746 to 1755, when the 
young Reynolds began to make his name. Certainly one of his best pictures, and one on 
which he probably took more trouble than usual - since it was more or less for public 
exhibition - is the full-length ‘Theodore Jacobsen’ 1746, which he presented to the 
Foundling Hospital. It is sound and solid and conservative, but the learned accessories are 
out of Hudson’s usual canon, and a more typical example ofhis style is the ‘Admiral Byng’ 
1749 at Greenwich (Plate 116). This is straightforward and solid, with no graces and no 
nonsense and no poetry about it. The drapery was no doubt put in by the drapery painter 
and the shipping in the background by a marine specialist. For yotmg men there were 
more elegant poses, sometimes the holding of a mask : for ladies there were several standard 
poses in studio costume, complete with pearls. There is an even hardness and roundness 
of modelling to the &ces, and a corresponding hard metallic glitter to the satins. The im- 
passive masks of Richardson are only slightly modified and the draperies have a tinge of 
the Rococo which was due to Vanloo, and the personality of the painter hardly appears. 
This is all the more conscienceless since we know, firom a very few experiments, that 
Hudson was not altogether incapable of something better. The engraved ‘Charles Erskine’ 
of 1747 (Edinburgh Gallery) is a surprising essay in the vein of Rembrandt, and Hudson 
could attempt with some felicity a rather playful group such as ‘Sir John and Lady Pole’ 
1755 (Antony House; Plate 113). Towards the end of the 1750s he went into prosper- 
ous retirement before the rising star of Reynolds, but occasionally painted a portrait, if 
specially commissioned, such as the full length of Sir William Browne 1767 at the Royal 
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College of Physicians. In this the texture of the paint in a few places shows that he had 
deigned to look at Reynolds, and the hghting is suggestive of the new style, but those are 
the only concessions to modernity. 


Allan Ramsay 

Hudson’s style is nearly invariable and his portraits never show any traces either of a 
sensitive approach to his sitter’s character or of a refined perception. Ramsay’s lowest 
standard is almost indistinguishable from Hudson’s normal, but this is comparatively rare: 
at his highest he is often a worthy rival to Reynolds, and he continued refining his art up 
to the time, in the middle 1760s, when he more or less abandoned painting. Although a 
dozen years younger than Hudson, his known career begins well before we know Hud- 
son’s. No certain Hudson is known before 1745, but one can name thirty to forty Ramsay 
portraits before that date. He may thus be considered as belonging to Hudson’s genera- 
tion. At the same time, although his working career was over before the foundation of the 
Royal Academy, his finest and most famihar portraits stand comparison with the works 
of the first generation of Academicians. He is the only portrait painter (and he painted 
nothing but portraits) who belongs equally to both worlds, and he and Hogarth, in their 
very different ways, are the two pioneers who broke the ground for the age of Reynolds. 
The difference between these two can be easily assessed by pondering Northcote’s remark 
on a Ramsay portrait of ‘Queen Charlotte’ (now at Cullen House) of the early 1760s: ‘It 
was weak in execution and ordinary in features but the farthest possible removed from 
anything like vulgarity. A professor might despise it, but in the mental part I have never 
seen anything of Van Dyke’s equal to it.’'^ It is what Northcote calls ‘the mental part’ 
which is the keynote to the new style, and it was something which had been largely lost 
to British painting since Van Dyck. He means by it not only everything which goes into 
making a portrait into a picture, but also the whole process of interpreting character in 
terms of form, colour, and tone. Ramsay was sometime laay about the mental part, but 
the stuff of it was in him. One should add that, although Ramsay was particularly qualified 
by sympathy and experience to interpret the Scottish physiognomy, his importance Ues 
in his contribution to the development of the Enghsh School and not in the small part he 
played in the development of painting in Scotland. 

Bom in Edinbtxrgh in 1 71 3 , the son of the writer of The Gentle Shepherd, Ramsay some- 
how picked up the rudiments of drawing in Scotland before passing a few months in 
Hysing’s studio in London in 1734. His father’s fiiends, the Clerks of Penicuik (Sir John 
had studied drawing under Mieris, and his son, the architect Sir James, had been a pupil of 
ImperiaU), probably account for his early training much more than anything he learned 
under Hysing, and, when he went to Italy in 1736, he could draw a head in the manner of 
Richardson. From 1736 to 1738 he worked in Rome with Francesco Imperiali and in 
Naples with the aged Solimena (1657-1747), and it is what he got firom these two masters, 
a novel air of life and breeding and a feeling for the composition of a portrait, which led 
to his immediate success on his return to Britain. 

Francesco Femanch, called ImperiaU, is for the inquirer one of the most elusive Roman 
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painters of his time. His patronage by Cardinal Imperiali enabled him to live a sort of 
black-market career outside the fold of the Roman Academy of St Luke, and the oflBcial 
biographers of Roman painting have therefore all been silent upon him. His art is of 
Marattesque derivation and he specialized in teaching foreigners, and it is probably 
significant that his one known Italian pupil was Pompeo Batoni (1708-87), who was to 
specialize in portraits of British gentry and nobiHty travelling abroad.® There is a certain 
complementary quality in the art of Batoni and Ramsay: the air of cosmopolitan breeding 
which the yotmg traveller learned to like firom Batoni in Rome, could be best obtained 
from Ramsay when he had returned to London. From Solimena Ramsay learned what 
Lord Chesterfield called ‘the graces’. There is a drawing of a girl’s figure at Edinburgh 
on which Ramsay has written: ‘From a picture of Solimena in his own house 1737’, which 
is perhaps taken firom the ‘Jacob and Rachel’ now at Venice. Ramsay has shown no interest 
in the flaming Baroque element in Solimena’s style, but has copied a figure, gracious and 
feminine, in line with his own special talent- and he has laid special emphasis on the move- 
mait of the hands. In the great collection ofRamsay drawings at Edinburgh, which comes 
from the painter’s studio, there are more than a hundred studies of hands - hands which 
indicate grace and character. This new approach to portraiture Ramsay may well have 
owed in considerable part to Solimena, whose few recognized portraits are the most 
lively that were being produced in Italy at the time. A single dated portrait of this period 
survives, the ‘Samuel Torriano’ 1738 at MeUerstain (Plate I22a), in which the hand and 
the drapery and the head all play an equal part in building up the character. Were it not 
signed, it might well have baffled attribution, but the kind of trouble which Ramsay has 
taken to make the portrait into a picture gives a foretaste of his later method. 

By 1739 Ramsay had settled in London. Although he made fairly firequent visits to 
Edinburgh up to about 1755, he always remained based on London, where even a Scots- 
man would pay more for his own portrait than he would in Edinburgh. By 1740 he was 
writing complacently to a fiiaid: ‘I have put aU your Vanlois and Soldis and Ruscas to 
flight and now play the first fiddle mysdf ’. Hudson in fart was his only serious competitor 
in the 1740s, and, in 1746, Ramsay matched Hudson’s gift of his portrait of ‘Theodore 
Jacobsen’ to the Foundling Hospital with his own gift of the full length of ‘Dr Mead’ 
(Plate 121), a fir more accomplished work, in the European ‘grand style’. Here, for the 
fiust time in the century, we come upon a portrait which shows that the painter had 
profited to the full by a training in Italy. It lac^ tie intensely English temper of Hogarth’s 
‘Captain Coram’ ^late loi), but it has altogetier escaped from the English awkwardness 
of Hudson, and the ‘grand style’, about which Reynolds has so much to say in his Dis- 
courses, has been introduced into British portraiture. Even the secret, which has generally 
been considered one of Reynolds’s own specific contributions, that this style can be 
achieved by tie adaptation of classical models to modem portraits, was anticipated by 
Ramsay, hi his ‘Norman, 2and Chief of Madeod’ 1748 0 Dunvegan Castle; Plate 124) 
Ramsay has adapted tie ‘Apollo Bdvedere’ to a portrait walking by tie seashore, as 
Reynolds was to do in his ‘Commodore Kqppel’ 1753/4 (Greenwich; Plate 125), which 
made his reputation. Ramsay has been even bolder than Reynolds was to be, for he has 
put his Apollo into tartan trews I Witi such evidence it is impossible to escape from the 
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conclusion that the marriage of the Italian grand style to British portraiture was primarily 
the achievement of Ramsay. 

These high lights in Ramsay’s work of the 1740s, though they must be picked out by 
the historian, are not altogether charactenstic of his output. His work in this decade is 
more curiously uneven than that of any of his contemporaries, and this has delayed the 
recognition of his importance. It was no doubt due to the extraordinary pressure of 
demands upon his brush. An able Scottish painter working in London, skilfully advertised 
by his fether in Edinburgh, brought about at once a demonstration of the loyal solidarity 
of his fellow countrymen. In his first year in London he had painted the dukes of Argyll 
and Buccleuch and the duchess of Montrose, and the number of his portraits of Scottish 
sitters in the 1740s is very large. To get through the work he had recourse at once to the 
drapery painter and he shared van Aken with Hudson and many lesser men. The results 
were sometimes extremely perfunctory, but there is evidence from his drawings that 
Ramsay used the drapery painter with a greater sense of responsibility than his con- 
temporaries. 

Ramsay difiers from all the other m^or British portraitists of the century in his use of 
drawings. Reynolds’s drawings (other than quick sketches from the compositions of 
others) are rare and shght and hardly ever related to his portraits: Gainsborough’s draw- 
ings are independent works of art and also hardly ever made with a specific portrait in 
view. Ramsay’s are mainly studies of pose and costume, when they are not studies of 
hands: the fiice is usually left blank, but he took the greatest trouble with graceful arrange- 
ments of dresses and hands, as well as with arrangements of the figure. A number of these 
have on them what seem to be instructions to the drapery painter, and, as far as can be 
judged by comparison with van Aken’s own drawings (many of which found their way 
into Ramsay’s studio and are still catalogued at Edinburgh as Ramsay’s own), whereas 
other painters sent their portraits to van Aken to be dressed up in one of his own genteel 
arrangements, Ramsay sent his with specific instructions and an accompanying drawing. 
In this way, even while having recourse to the drapery painter, Ramsay built up a new 
repertory of natural and graceful arrangements to supersede the stock models of the 
earlier generation. 

Ramsay might well have been content to rest on his laurels in the 1750s if it had not 
been for the competition caused by the emergence of Reynolds about 1754. Alone of the 
portraitists of the earlier generation Ramsay rose to the occasion and his ‘Lord Drum- 
more’ 1754 (Colstoim; Plate 126), with its new fighting and ‘modem’ sense of the weight 
and presence of the sitter, shows him competing with Reynolds with some eficct. It was 
probably a feeling that he must refiresh his knowledge of Italy, whence Reynolds had 
lately returned, rather than die reason usually given of the difficulties over his second 
marriage, which led to his second visit to Italy from 1755 to 1757. But this time he sought 
a difierent source of inspiration. He drew at the French Academy and he made studies, 
not from those examples of the grand style which had so much infiuenced Reynolds, but 
from such models of gracefulness as Domenichino’s frescoes in S. Luigi dei Fiancesi. It 
may well be that his admitted masterpiece, the ‘Portrait of his Wife’ (Edinburgh; Plate 
123A) dates from these years, before which one must echo Northcote’s already quoted 
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remark (on another picture) that it is ‘the furthest possible removed from anything like 
vulgarity’. 

It may be that Ramsay had felt that it was precisely this qtiality, which, with a delicacy 
akin to his own, we may call ‘an absence of vulgarity’, that was lacking in Reynolds’s 
early style, and that therefore it was one on which he should concentrate himself. It 
certainly prevails in his later works which may be said to begin with this portrait of his 
wife. The figure is set a little distance in from the picture frame, a muted Hght, with 
silvery or greenish shadows, prevails in the flesh tones, and more attention than ever is 
given to the hands. Horace Walpole, with keen penetration, sums up the contrast which 
was felt between Ramsay and Reynolds in 1759, when he says: ‘Mr Reynolds and Mr 
Ramsay can scarcely be rivals; their manners are so diflerent. The former is bold and has a 
kind of tempestuous colouring, yet with dignity and grace; the latter is all delicacy. Mr 
Reynolds seldom succeeds in women, Mr Ramsay is formed to paint them.’ Reynolds 
soon took steps to learn from Ramsay in this respect, but the judgement was true at the 
time it was made. 

Immediately on his return to London in 175 7 Ramsay became involved in a new source 
of patronage which was profoundly to afiect his later output. Another Scottish patron. 
Lord Bute, engaged his services to paint full-lengths of himself and the young Prince of 
Wales (both at Mount Stuart) , which are the introduction to the great series of fidl-lengths 
of his second style. At Mount Stuart too are ‘Augusta, Princess of Wales’ c. 1758, ‘Lord 
Mount Stuart as a Harrow Archer’ 1759, and the most original achievement of his later 
time, ‘Lady Mary Coke’ 1762. This muted harmony of silvery white satin and soft dark 
green exhales a gentle poetry and tender reticence which convinces the imagination how- 
ever Utde it may accord with what we know of the tempestuous character of the sitter. It 
is one side of Van Dyck recreated in eighteenth-century terms, and, in what Northcote 
would call ‘the mental part’ of it, it surpasses Van Dyck. 

Ramsay’s portrait of the Prince of Wales found frvour, and when the Prince succeeded 
in 1760 as George HI Ramsay was commissioned to paint the official portraits in spite of 
the fact that John Shackleton (a decidedly minor person who died in 1767) was Eiing’s 
Painter. He also painted several versions of Queen Charlotte and tiie demand for repeti- 
tions of these pictures was so extensive that he gave up outside commissions except for 
particular fiiends.® Although he was at the height of his powers and some few of his 
private commissions of these last years - the ‘6th Earl of Coventry’ 1 764 (Earl of Coventry) 
and ‘Lady Holland’ 1 766 (Melbury) - are among his finest portraits, he seems to have been 
content to turn his studio into a fiictory for the repetition (by assistants) of royal portraits 
Much of his later life (he did not die until 1784) was devoted to literary pursuits, and no 
certain painting is known from his hand after 1769. He refused a knighthood and had no 
connexion with the Royal Academy, though he retained the fiieadsffip of the President. 
No satisfiictory explanation has ever been given of this change of heart, but an accident 
to his arm, at some unspecified date, may have had something to do with it. At his best 
he certainly ranks among the major figures in British portraiture. 
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William Hoare 

William Hoare of Bath (c. 1707-92) may reasonably be linked with Ramsay’s name since 
he too was a pupil of Imperiali and is said to have become a friend of the young Batoni in 
Rome. Hoare went to Italy with Giuseppe Grisoni (1699-1769) in 1728, and stayed there 
some nine years. Grisoni was an Italian portraitist of some merit - as his ‘CoUey Cibber’ 
at the Garrick Club shows - and was Hoare’s first master, so that it is curious that Hoare 
should never have shown himself to be anything but a prosy and competent follower in 
the line of Richardson. He had settled in Bath by 1738 and was the leading portraitist 
there in oils and crayons until the arrival of Gainsborough in 1759, who took away a good 
deal of liis custom. He was a favourite in the families of Pitt, Grenville, and Pelham and a 
considerable portion of his recognized work consists of repetitions of portraits of that 
poHtical cHque. In 1769 he became an Academician, but ceased exhibiting after 1779. It 
is possible, since the bulk of his work in oils remains imrecognized, that the present 
estimate of his quality is too low, and there is an original sense of colour, sound drawing, 
and a considerable feeling for personality in his ‘Mrs Richard Jesser’ (of the end of the 
1740s) in the Bristol Gallery. At any rate it compares very favourably with Hudson’s 
work of the same period. His group of ‘Three Sons of the 9th Earl of Lincoln’ (Duke of 
Newcastle) of the middle 1760s has the mechanics of Hudson but a fresh perception of 
life and youth in the heads, which almost amounts to charm. But he never, as Ramsay did, 
accepted or understood the new style. 

Thomas Frye 

Thomas Frye (1710-62), an Irishman who came to London in the middle 1730s, also 
deserves mention. Some of his earher portraits have been mistaken for Hogarth’s, and his 
later work is more advanced than Hudson and has been confused with Ramsay. But his 
practice of painting was discontinuous, as he founded and managed the Bow porcelain 
factory from 1744 to 1759, and spent much of 1760 producing rather singular portrait 
mezzotints in imitation of Piazzetta drawings. He also painted miniatures in addition to 
full-lengths, both Hfe-size and on convenation scale. He is never uninteresting, but too 
litde of his work has been traced to give a positive account of his style. 

Portrait Painters in the Provinces 

A number of painters who worked in provincial centres in what is loosely called ‘the 
Hudson style’ deserve a passing notice. Knowledge of them is probably at present very 
incomplete, but several were in quite good practice in East Anglia and in the Lancashire- 
Cheshire areas. Norwich in particular seems to have been a profitable area for portrait 
painters. A certain D. Heins, of German origin, was working there firom about 1725 
until his death in 1 756, and his son, John Theodore Heins (173 2-71 ) continued his Norwich 
practice, but migrated to London in 1767. Both Heinses painted sound, solid, portraits on 
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the scale of life as well as occasional conversation groups. Thomas Bardwell (1704-67) 
too, a native of Suffolk, who achieved some reputation in London in the 1740s and 1750s, 
was settled m Norwich until his death and had an extensive Norfolk clientHe. In the 
Lancashire-Cheshire area one can point to James Cranke (1707-80), a ‘self-taught’ artist, 
who formed his style by copying Hudson; James Fellowes, whose activity can be traced 
from 1711 to 1751; and Henry Pickering, who returned from Italy about 1745 and was 
active in and around Liverpool until 1760. Pickering’s full-length of Sir Rowland Wynn 
1752 at Nostell Priory is not inferior to the best of Hudson’s efforts. In Somerset too we 
can trace a fairly abundant activity for one painter, Richard Phelps, who can be traced 
from 1729 until 1785. He too painted entirely in Hudson’s manner and can be studied at 
Dunster Castle and Crowcombe Court. It is probable that further exploration would 
bring to light many other names, but these are sufficient to give an indication of the sort 
of work which was being carried on in the provincial centres. 


NOTES TO CHAPTER I4 


1. Briush Art Exhibition, R.A. 1934, Memorial Catalogue No. 75 and plate 
xxiii. 

2. Published in Journal of the Courtauld and Warhurg Institutes, x (1947), 92. 

3. Itidistinguishabie (almost) from Hudsons portraits are half a dozen at 
Sandon which are documented by a bill as being by James Crank, 1745. 

4. Quoted from Sirjames Caw’s essay on Ramsay in Walpole Society, xxv, 79. 
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as official portraitist, in spite of Shackleton s right of oflace, is published in R. W. 
Gouldittg and C. K. Adams, Catalogue of the Duke of Portland's Pictures (1936), 
470-1. 
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PART FIVE 


THE CLASSICAL AGE 


CHAPTER 15 

INTRODUCTORY 

Just as the reign of George II was the formative period of British painting, the first 
thirty years of the reign of George IE can be called the ‘classical’ age. The same loose, but 
convenient terminology entitles us to call the period which begins in the 1790s and coin- 
cides with the French Revolution and the early poetry of Wordsworth the ‘romantic 
period’. Lawrence, Fuseli, Blake, and the beginnings of Girtin and Turner are the prime 
elements of this later period, and their names will start another volume. But a number of 
survivors of the earher style hved on until as late as the 1820s and can properly be treated 
here, while the chief interest of other figures who died in the 1790s Hes in their role as 
forerunners of romanticism. The classical age did not end and the romantic begin at any 
moment of time to which the historian can point his finger, yet the year 1789 stands out 
as the watershed between these two periods. Gainsborough had diedm 1788 and Reynolds 
went blind in 1789, and in the latter year the young Lawrence, who had first exhibited in 
1787, showed his ‘Queen Charlotte’, which is now in the National Gallery. We can 
certainly say that the strength of the classical age was over. Yet of two almost exact con- 
temporaries, Rowlandson and Blake, the former must be treated in this volume, while the 
latter must await the next. 

The beginning of the classical age can be defined more closely. The year 1760 was 
marked not only by the accession to the throne of a young king who was sympathetic to 
the arts - and no one with a vestige of artistic feeUng had sat on the throne since the revolu- 
tion of 1688 - but by the first pubHc exhibition of the newly incorporated Society of 
Artists. From that year onwards at least one, and latterly more, pubUc exhibitions of 
pictures were hdd, so that young painters could see and study the work of their elders 
and good or bad work could become a subject for pubUc discourse. It is true that pubhc 
criticism of the exhibitions was slow in devdoping and the fidd was mainly occupied by 
the scurrilous works of ‘Peter Pindar’ and ‘Anthony Pasquin’, but the Morning Post, under 
Bate-Dudley’s editorship, in the 1780s began to take a serious interest in painting, and 
other papers have short and sporadic notices of the exhibitions. George Vertue’s notes on 
contemporary painters, whidi are the gossip of the studio, give way to literary sources 
of a difierent kind, and it is rather firom the gossip of the collecting classes, such as Horace 
Walpole’s letters, that we have to estimate the contemporary view of art and artists. This 
is not a gain in fiictual wealth, but it is evidence of the higher esteem in which art was held. 


157 



THE CLASSICAL AGE 


The man who had done, and who continued to do, most to raise the status of the artist in 
this way was Sir Joshua Reynolds. 

Year by year, from 1760 to 1789, Reynolds exhibited his most important portraits and 
historical compositions. And year by year, from 1769 until his eyesight failed, he read at 
the annual prize-giving of the Royal Academy Schools a Discourse which reinforced and 
supplemented the lesson of his paintings. The theoretical background against which the 
painting of the classical age must be considered is to be found in Reynolds’s Discourses. 
No one, not even the President himself, altogether lived up to this high standard, and one 
of the main interests for the historian is to watch the gradual breakdown of these principles, 
but their dominance is not in doubt. It was against them that the more reflective of the 
romantic painters consciously reacted, and this reaction can be seaa in its most violent and 
instructive form in Blake’s petulant and angry comments in the margin of his copy of the 
Discourses. 

Reynolds, who was conscious that a native school was only beginning in his ovra time, 
was all for high art. He had a keenly developed economic sense and he probably felt as 
strongly as Hogarth the fret that British connoisseurs, apart from portraits, would spend 
their money only on foreign paintmgs. The classic story to illustrate this point of view in 
the 1760s is that related by Northcote of one of the many collectors who went to see with 
such enthusiasm West’s ‘Pylades and Orestes’. When asked by his son why he had not 
purchased a picture he spoke of with such praise, he replied: ‘You surely would not have 
me hang up a modem English picture in my house, unless it were a portrait?’ It was this 
attitude Reynolds sought to undermine, not, as Hogarth had tried, by satire and invective, 
but by an elaborate process of intellectual sapping. By first marrying the portrait to the 
tradition of history paintmg he hoped gradually to educate public taste into considering 
history pictiures a natural thing for a British artist to paint and for a British collector to 
buy. It cannot be claimed that he was successful, although a considerable number of the 
huge quantity of history paintings produced during these thirty years did in fret find 
private purchasers. 

The opportunity of exhibiting thdh pictures in pubHc after 1760 was not an unmixed 
blessing for British painters.’ We know from one or two engravings what these pubHc 
exhibitions were like, and they are horrifying by modem standards. The walls would be 
plastered with pictures arranged like the components of a jigsaw puzzle, with the frames 
touching one another. There would be as many as six rows of small pictures, and those 
full-lengths which were given the best position ‘on the line’, would have the toes of the 
figure about on a level with the eye of a tall spectator. Nothing but trumpet tones would 
be heard in a display of this kind, and this sufficiently accounts for the fret that Ramsay, 
whose style in the 1760s was of a deliberately shadowed and feminine kind, never ex- 
hibited in public, and that Gainsborough, after a final quarrel in 1784 over the hanging of 
his pictures, abandoned the Academy and held exhibitions in his own painting room. It 
was in this way that the ‘exhibition picture’ was bom, an unnatural genre which has been 
the curse of painting ever since tie foundation of academies. In Reynolds’s own work of 
the 1760s there is a dear distinction betwe«i his portraits for public exhibition, such as the 
‘Duchess of Hamilton’ at Pott Sunlight, and those for private commissions, such as 
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‘Countess Spencer and Daughter’ at Althorp (Plate 132). After the opening of the first 
Academy in 1769 Reynolds hardly painted a picture which was not planned to be capable 
of being shown in pubHc, and this accounts for the preference many people feel to-day 
for the more informal portraits of liis carUer years. 

The Society of Artists quickly got out of hand. At first anyone who sent in a picture 
was entitled to have it shown, and the first exhibitions, for all that they included some 
very distinguished pictures, were flooded with a torrent of tnviahties which would hardly 
find admission to-day to a Parish Bazaar. It was too late to formulate a rational principle 
of adimssion and exclusion, and the justification for the foundation of the Royal Academy 
in 1768, to which most of the best artists from the Society of Arts seceded in 1769 - which 
those who did not, or were not invited to, considered a betrayal - was that it was necessary 
to begin all over again and to be able to exclude the absurd. The first Academy exhibition 
was very high-mmded indeed and contained only 136 items, but the number had increased 
to 245 the second year, and by 1788 it had increased to 656. A great deal of a very low 
standard was admitted to these early exhibitions, but they did succeed in keeping out such 
Items as ‘A basket of flowers - in paper’ and miscellaneous objects in wax and needlework. 
It was no doubt this feeling of the need for keeping a liigh standard of formality which 
excluded Stubbs and Gilpm, as mere ‘sporting painters’, from the first Academy, but this 
rigidity was soon relaxed and the Academy then, as ever smee, has tried to provide 
accommodation for the greatest possible number of exhibitors who reach a certain level 
of competence, so that they could profit by tlie unquestioned prestige of its exhibitions. 

The emergence of various classes of picture during these years will be noticed in sub- 
sequent chapters, which deal with the work of the various artists, but it may be useful to 
summarize here the main landmarks in chronological order. To the first pubHc exhibi- 
tion, in 1760, Reynolds had sent his ‘Duchess of Hamilton as Venus’ (Port SunUght), a 
picture shamelessly designed to be hung high and to delude the eye into being a history 
picture: it won enthusiastic praise. In 1761 Hogarth sent his ‘Sigismunda’ (Tate; Plate 104), 
which was openly called a history piece in emulation of the Seicento : it was greeted with 
howls of execration. Zofiany’s first theatrical conversation appeared in 1762, and Gains- 
borough’s first landscape in 1763. In 1764 the young Benjamm West exhibited his first 
classical history picture and aroused great interest (but no commissions), while Edward 
Penny’s ‘Death of Wolfe’ (Plate i68a), perhaps because it was so unheroic in character, 
passed unnoticed. In 1765 came Wright of Derby’s first ‘candle-light picture’, and, about 
1766, the conversation piece, hitherto reserved for the middle classes, was reintroduced 
into the fashionable world by some royal commissions to Zoffany. The earliest of these 
were not exhibited, but the fashionable conversation piece probably owes its twenty 
years’ vogue to the new passion of the royal family for domesticity. In 1767 a young 
Scottish painter, John Runciman, just before his early death, painted in Rome a picture of 
‘Ejng Lear in the Storm’ (Edinburgh) which is the first herald of literary romantic paint- 
ing. In 1768, just when the quarrels and negotiations which led to the foundation of the 
Royal Academy were seething, Sawrey Gilpin, a sporting painter who had hitherto been 
content with horses, began his series of ‘Gulliver and the Houyhnhnms’ to show that sport- 
ing painters could tack on to the history waggon too. The year 1769 was sufficiently 
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marlfprl by the first Academy, in which those painters who were permitted to exhibit, 
were on their most solemn behaviour, and it is interesting that one of the few pictures 
praised by the contemporary Press was Gainsborough’s ‘Lady Molyneux’, which was one 
of the few which had made no concessions to the prevailing solemnity. This high tone 
was somewhat relaxed in 1770. In 1771 West’s ‘Death of Wolfe (Plate i68b), in con- 
temporary costume (but with no attempt at historical truth) showed that there was a keen 
public interest in heroic pictures of modem events and that it was no longer obhgatory to 
dress all heroic figures in antique costume. In 1773 Reynolds showed his first fincy 
picture in a lighter vein, the ‘Strawberry Girl’, and for the years 1773 to 1775 the Academy 
suffered its first temporary defection ofa major kind through Gainsborough not troubling 
to exhibit. Both Reynolds and Gainsborough, at London and Bath, had a scarcity of sitters 
at about this time and Gainsborough came up to London in 1774, a date which marks the 
decline of Bath as a second seat of artistic patronage, for Wright, who tried to settle there 
in 1775, could not make a Hving. The same years mark the arrival of an interest in 
‘medieval’ histories: Alexander Runciman had completed his Ossian ceiling at Penicuik 
House in 1773 , and West exhibited at the Academy in the same year his ‘Death of Bayard’, 
in which Salvator Rosa is a predominant influence. At the Society of Arts at the same time 
Mortimer was showing ‘Banditti’ and pictures of wandering soldiery which also owed 
their inspiration to Salvator. In 1775 came the first direct attack on Reynolds and on his 
method of cribbing from the Old Masters to enhance the distinction of his portraits. This 
was Nathaniel Hone’s picture of ‘The Conjurer’, which was excluded firom the Academy 
on the grounds of impropriety, as the female assistant was supposed to resemble Angelica 
KaufBnann. In 1776 Romney set up in Cotes’s house in Cavendish Square and became a 
third among the &shionable portraitists in London. At the same time the interest in the 
South Seas was at its height, Reynolds exhibited his portrait of ‘Omai’ and Hodges his 
views takstt on the expedition to the South Seas. Tilly Kettle too, in the preceding years, 
had been sending back portraits of native princes firom India and the field of subject- 
matter at the Academy was taking on imperial proportions. 

The critical period for the ideas of Hgh and classical endeavour, with which the 
Academy had started, occurred about ten years after its foundation. From 1777 to 1783 
Barry was at work on his paintings for the Royal Society of Arts, which are the one major 
project, that came to finiition, which was the logical outcome of Reynolds’s theories. 
They were coldly recrived, and pictures of a quite opposite character were making the 
Academy interesting. A tepid breeze firom France was felt in the rather risqu^ pictures of 
ladies in bed which Peters was painting just before he turned to the Church in 1778, and 
Copley’s ‘Brook Watson and Ae Shark’ (Plate 172) of 1778 was the direct antithesis to 
everything that Reynolds had preached. In 1779/ 80 Copley painted his ‘Death of Chat- 
ham’, a naturalistic rendering of a stticdy contemporary event which anticipated the later 
work of Jacquesr-Louis David. 

In the 1780s the constricting influence of the Italian Seicento, and even of Raphael and 
Michelangelo, was on the wane. Reynolds hims elf, after a visit to Flanders, absorbed a 
good deal of the influoice of Rubens; Gainsborough’s fimcy pieces, of which the first was 
exhibited in 1780, aroused an interest in scenes from common life which was quickly 
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followed by the younger generation. Opie, who first exhibited in 1782, showed ‘The 
School’ in 1784, and the domestic pictures of Wheatley and Morland began to make their 
appearance. The fashionable conversation piece came to an end with Copley’s ‘Sitwell 
Family’ of 1787, and the young Lawrence started to exhibit the same year. 

The later 1780s and 1790s were the heyday of the history picture, but it was a history 
picture of a very different kind from anything Reynolds had recommended. The intro- 
duction of ‘period’ costume on to the stage (and of a ‘period’ unknown to history) had cor- 
rupted the purity of the classical tradition, and although some painters clung to the old 
formulas, most of the contributors to Boydell’s Shakespeare Gallery (begun in 1786), 
Mackhn’s Poet’s Gallery, Macklm’s Bible, Bowyer’s Historic Gallery, and other such ven- 
tures, adopted a convention from what one can only call ‘pubMc theatricals’. It was no 
more than a step to the purely romantic convention of Fuseli, who had begun to exhibit in 
England in 1775. For the history picture Fuseli stands as Lawrence stands to portraiture, 
and with the full emergence of these two Hvely and impressive figures the classical age of 
British painting is over. 



CHAPTER l6 


SIR JOSHUA REYNOLDS {1723-92) 


The name of Reynolds has recurred fitfully in earlier chapters. He can be said to have 
given it to an age as no one since Kneller had done. He was the intimate fiiend of Burke, Dr 
Johnson, Garrick, and Goldsmith, and he was no stranger to Horace Walpole. Just as we 
cannot picture the age of Charles I without doing so through the eyes of Van Dyck, we 
cannot picture the splendid yean of the third quarter of the eighteenth century, when 
Britain was so rich in statesmen, soldiers, sailors, founders of empire, lawyers, and men 
and women of Hterature, the arts, and the stage, except through the eyes of Reynolds. 
There is more affinity in nervous temperament between Van Dyck and Gainsborough - 
and in the tender loveliness of their mere painting - but in everything else Reynolds must 
be accounted the eighteenth-century equivalent of Van Dyck. Like Van Dyck he came to 
maturity at an opportune moment in the development of art, as heir to the struggles of an 
earher generation. Rubens, with great intellectual effort and against a weight of conserva- 
tive opinion, had created the ‘modem’ European style of the seventeenth century, and 
Van Dyck fell heir to it: Hogarth and, in a much lesser degree, Ramsay had created the 
‘modem’ British style of the eighteenth century, and Reynolds was bom at the right 
moment to fell heir to it. He was also endowed by nature with a rational intellect of a 
high order, and he had a power of phlegm which was denied to Van Dyck. 

Anyone who seeks to estimate the qualities of Reynolds must take into account his 
virtues both as a painter and as an historian. It is easier to criticke him as a painter. He was 
curiously insensitive to draughtsmanship, if by ‘draughtsmanship’ we mean only a feeling 
for the beauty of line, a quality which Gainsborough possessed in a high degree. But, if we 
enlarge the concept of draughtsmanship into what the Italian theorists call disegno, we 
discern that Reynolds has a compensating feeling for mass and the sohdity of bodies, m 
which Gainsborough is often strangely lacking. The outhnes of Reynolds’s masses may 
often strike us unfevourably, but their placing and value in a picture are rarely at feult. 
And in what Northcote, vrating of Ramsay, has called ‘the mental part’ of a portrait, 
Reynolds is supreme, and this touches on his value as an historian. He had the unusual 
advantage, to a portrait painter, of being deaf during the years of his maturity. I cannot 
doubt. that this sharpened and accelerated his powa: of reading character, and, as a painter 
of men and women who have played a part in history, there is hardly a single European 
painter who can touch him for variety. Gainsborough’s well-known comment on Rey- 
nolds: ‘Damn him, how various he is !’ was a criticism wrung from the heart, and points 
surely to that aspect of his whole output which no longer abides our judgement. 

It is worti while therefore to define the range of this variety, and to try and indicate the 
principles whidh controlled it, and which give a unity to Reynolds’s work as a whole. A 
consideration of Reynolds in relation to Kneller and Van Dyck will help to make clear his 
range. Kneller had beat a master of the ‘historical portrait’ in die sense that he had a fine 
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eye for the lineaments of the face (in men) and for the outward and visible marks of char- 
acter: but he fitted his admirably observed faces into a set of stock patterns, which did 
nothing to bring out and a good deal to conceal the character of the sitter. His men are all 
dissimdators with different faces, and most of his women are puppets. Van Dyck on the 
other band, as we have seen, was extremely sensitive to the shades of personal character 
and even modified his brushwork m accordance with his view of his sitter. But his sitters 
almost all belonged, in England, to the small circle of the Court and are invested with the 
<!amp Ifind of elegance. If, however, we turn to Van Dyck’s portraits of his brother artists, 
we <ba]l see a range and variety much more akin to Reynolds. Reynolds had absorbed 
both traditions, and it is not for nothing that his earliest experiment in a large portrait 
group, ‘The Eliot Family’ 1746 (Port Eliot), is modelled on the Wilton Van Dyck, which 
he can then only have loiown from an engraving. The vitaUty of Klneller’s heads, and a 
pattern and posture which would bring out the character in the style of Van Dyck, were 
two of the main elements in Reynolds’s portrait style. But, in his best work, there is more 
than this. 

The strata of society from which Reynolds drew his sitters were much more varied than 
had been the case with Van Dyck, and Reynolds, in his best portraits, shows as much 
concern with the character of the type to which his sitter belongs, as with the individual 
character of his sitter. In the earlier manuals, such as Lomazzo or de Lairesse, it was con- 
sidered enough to show, by some appropriately chosen symbol (as a globe for a navigator) 
what sort of profession your sitter had. Reynolds does not scorn such symbols, but he is 
concerned to reinforce their message by the pose and pattern of his figure. One of the most 
splendid examples is the ‘Lord Heathfield’ (National Gallery; Plate 135), as solid as the 
Rock of Gibraltar of which he was Governor, holding, by a chain round his wrist, the key 
of the fortress with a gesture which makes plain the security of his defence of the Rock. 
These are new resources in British portraiture, although they are not altogether new in 
European painting. Rembrandt had more poetically employed symbols in a double con- 
text, and Titian had invested his men, beyond their personal likeness, with what Reynolds 
himself called a certain ‘senatorial dignity’. It was this enhancement of personality which 
Reynolds sought to emulate, and he did it by the assiduous study of the Old Masters and 
of classical stattiary, whose formulas and poses, more familiar then than they are now to 
the subconscious of cultivated Europeans, could be translated firom ‘history’ into por- 
traiture with the value of symbols. This translation, which has already been noted in 
Hogarth’s ‘Captain Coram’ and Ramsay’s ‘Macleod of Macleod’, is of the essence of 
Reynolds’s style. It was described by Horace Walpole as ‘wit’, and it contributed more 
than anything else to raising the status of portraiture and of the painter in England, where 
the native practitioner had been despised for half a century as beneath comparison with 
what the travdling gentleman met with on his Grand Tour. This raising of the status of 
the British artist was the political objective of Reynolds’s life and the mainspring of his 
conduct as first President of the Royal Academy. It was an objective in which he was 
whoUy successful and his achievement in this field may be thought to have contributed 
more than anything to making possible the flowering of a British school of painting of 
which we can be legitimately proud. 
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There is a trait of character, revealed in il story from Reynolds’s early youth, which 
marks out from the generations before him and suggests the forerunner of the romantic 
period. Before serving his apprenticeship to Hudson in London, there was a discussion at 
home of an alternative career for him, and he broke out with the statement that ‘he would 
rather be an apothecary than an ordinary painter’. Hogarth, one may surmise, would have 
sympathized "with this, but the ambition of all earlier British eighteenth-century por- 
traitists, even I suspect of Ramsay, was to be a successful ordinary painter. It was this spirit, 
in which he set out, which makes Reynolds’s journey to Italy so memorable and so differ- 
ent from all earher painters’ years of Italian study. From the beginning of the century and 
the time of Jervas onwards the British portrait painter had been going to Italy and return- 
ing, at best, with nothing more than a reputation for connoisseurship. Reynolds, and 
Richard Wdson at the same tune, went to Italy with a different kind of inquiring ambition. 
The Hght of the art of the Mediterranean world and its rich visual tradition broke over 
them, and they returned incomparably enriched. Something of the same kind had hap- 
pened in the field of architecture thirty years earlier to Lord Bmrlington. We may fiiirly 
say that the plant of British painting, which had long been slowly maturing, suddenly 
ripened into flower about 1750 under the warmth of the Italian sun. 

It may be that Reynolds swallowed this intoxicating nectar a Htde too rapidly. The 
subhmity of the figure style of the Italian High Renaissance, that quaHty about Michel- 
angelo’s statement of the human form which Reynolds, m his last Discourse, refers to so 
movingly as ‘the language of the gods’, was reached after many generations of endeavour. 
Yet it is this strong wine in which, in his writings, he recommends that the student with 
high aspirations should immerse himself. From his Italian notebooks, however, we can 
gather that Reynolds himself got more immediate profit from the more ornamental style 
of the Venetians, which, in his teachings, he affects to discourage as of inferior value. In 
his portraits he only rarely allows his devotion to ‘the language of the gods’ to get out of 
hand, and he can even adapt figures from the Sistine ceiling (as in the ‘Duchess of Marl- 
borough and Child’ at Blenheim) with impeccable taste, but it is another story in the 
rather few historical subjects of his later years. Even in what is in many ways the finest 
of them, the ‘Death of Dido’ (Royal Academy 1781; Plate 137) at Buckingham Palace, 
we can discern the justness of Mrs Thrale’s uncharitable lines,* 


A rage for sublimity ill-undentood 

To seek still for the great by forsaking the good. 


But there is no painter of such uneven gifb fijr whom frmiliarity breeds such respect as 
Reynolds. His vast output, as fully documented as that of any known painter, is widely 
scattered and there is no collection where he can be seen fully in the roimd. To give a frir 
account of his work there are hardly less than a hundred paintings which one would like 
to take into consideration, either for their success, their originality, or their influence. The 
fourteen Discourses which he deUvered, as President, at Ae anunal prize^vings at the 
Royal Academy Schools, remain the most practical, the most sensible and the best written 
discussions on the theory and practice of painting in the English language. They do not 
form a connected treatise and they deal ofion with problems of an occasional kind, but they 
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lay down very dearly the terms in which the British school can be understood, as well as 
the attitude against which some of the romantic painters were to react at the end of the 
century. 

A word should also be said about Reynolds’s personal character, which has a bearing on 
his art and on his influence. It was so strongly in contrast to the character of Gainsborough 
that an understanding of the virtues of these two great rival portrait painters is made easier 
by a knowledge of their character. Reynolds was cool, businesslike, and eminently 
objective: to those who admired enthusiasm and a quick response to the impulses of the 
heart, his temper seemed too frigid. He was a man of letters and he chose his friends from 
the world of letters and never admitted a fellow painter to his intimacy, although his acts 
of kindness to young painters were numerous. His Hfe passed without indiscretions, and 
one would be tempted, from some of his recorded observations, to think of him as 
cynical, if he were not so obviously in earnest about the noble quahties of art, and if a 
whole range of his portraits did not show such an unclouded response to beauty and 
strength and innocence of character. 

Reynolds was apprenticed to Hudson for four years in October 174.0, at the age of 
seventeen. He quickly acquired the routine knowledge of the work of an ‘ordinary’ 
portrait painter’s studio, which was all that Hudson could give him, and this apprentice- 
ship was terminated amicably after two and a half years. From the middle of 1743 imtil 
May 1749, when he set out for Italy, he practised on his own, mainly in his native Devon- 
shire, but also for a year or two (1744/6), in London. Some twenty or so works of these 
years are known, some httle better than pot-boilers, done hurriedly to earn a little money; 
some of his father and sisters, with a tender candour of approach which sho-ws that he had 
looked at Hogarth rather than at his master, Hudson; some with passages of rich, creamy 
pigment which show already an interest in the texture of paint (which he is alleged to have 
derived from seeing the works of the elusive William Gandy at Exeter); others which 
show an eye to what Ramsay was doing in the 1740s. An accessible and perhaps char- 
acteristic example, signed and dated 1747, is the ‘Lieutenant Roberts’ (Plate I22 b) at 
Greenwich. In style it is nearer to Ramsay than to any other painter, with a little more 
alertness than was common with Ramsay, and with an interest in bold light and shade, to 
give mood to the subject, which already shows one of the problems he was to give most 
detailed study to on his Italian travels. 

He sailed for Italy with his friend Commodore (later Admiral and Viscount) Keppel; 
landed in January 1750, and remained in Rome until May 1752, when he camehome over- 
land with short stays at Florence, Parma, Bologna, Venice, and Paris. Early in 1753 he 
settled in London. It was in Rome that his art and mind were formed, not, as with Ramsay, 
by the teaching of contemporary Italian painters and by study at the French Academy, 
but by daily communion with the great masters, with Raphael, Michelangelo, and the 
Antique. Here, in contrast to the narrow world of London, he bathed himself in the 
majesty of a long tradition of art. He approached this great tradition with humility and 
sought fint for intellectual regeneration, and not, as his predecessors had done, merely for 
the tricks of the trade. He did not, of course, neglect the latter and made numerous studies 
of pose and arrangements of figures and patterns of light and shade, but all these were 

165 



THE CLASSICAL AGE 


hints, memoranda, towards the understanding of the Grand Style. An over-simplified 
statement would be that Reynolds returned from Italy saturated with the idea of the 
Grand Style and determined, since the practical bent of his mind made him aware that 
there was no living to be made by a painter in London except through portraiture, to 
elevate the British portrait tradition by marrying it, as far as possible, to the Grand Style. 
In later life, in the 1780s, he came to see that die Grand Style should be used in portraiture 
only with considerable discretion and on a character which could bear it. But that was 
after it had won perhaps too overwhelming a victory in England, and the second phase of 
Reynolds’s career, which may be said to culminate in the foundation of the Royal Academy 
in 1768, is centred on the naturalization into England of the Grand Style. By an under- 
standable reaction almost the only original work Reynolds did during his Italian years was 
a series of caricature groups of British visitors to Rome. These throw considerable tight on 
Reynolds’s power of perceiving character, but he prudently decided to abandon this genre 
as one ill-calculated to advance the success of a professional portrait painter.* 

Success followed immediately upon Reynolds settling in London, and by 1755 he had 
as many as a himdred sitters and was employing considerable studio help. In 1759 the 
number had risen to 150 and he had to raise his prices to reduce the volume of business. 
Many of the works of this period are naturally rather dull single heads, but it would be 
accurate to say that the wealth and variety of Reynolds’s portraits in the 1750s revolu- 
tionized the taste of Britain and the older generation of artists were driven into retirement 
from fiishionable practice and, if they could afibrd it, retired altogether. 

The picture with which Reynolds secured his reputation was the ‘ Commodore Keppel’ 
(Plate 125) of 1753/4 at Greenwich, and it is mstructive to compare it with what seems 
to have been undoubtedly its model, Ramsay’s ‘Madeod of Madeod’. 

The pose and the general pattern are nearly identical - the ‘Apollo Bdvedere’ in 
reverse. There is a rock at the left, with a few scraggy trees, and the sea to right. But die 
difference is prodigious in the communication of life and energy. One is tempted to sup- 
pose that Reynolds knew exactly what he was doing: that he deliberately took a classical 
theme which had been arranged by Ramsay for chamber music and showed what he could 
make of it by scoring it for a fhll orchestra. Ramsay’s figure is sharply and daintily 
silhouetted against a calm sky: it hardy stands upon die shore and the right arm is thrust 
forward in a gesture rather of wdcome than command. The landscape is tittle more 
than a photographer’s backdrop for an degant puppet and there is no motive to unite 
%ure and background. The motive in Reynolds’s ‘Keppd’ is that the Commodore had 
lately been ship'wrecked and he is shown as a man of action, striding along the shore 
and braving the tempest. Walpole might have been thinking of these pictures when, in 
1759, contrasting Reynolds and Ramsay, he says of the former that he is ‘bold’ and ‘has a 
kind of tempestuous colouring’ which Ramsay lacks. The difierence in power and char- 
acter made by Reynolds’s alteration of the movement of the right arm, and the immense 
gain in the appearance of life by limiting the amoimt of the silhouette which is sharply 
outlined against the bac^round are additional dements in Reynolds’s new receipt for 
portraiture. In nothing is the new style so distinct firom the old as in this marriage of the 
figure to an appropriate background by a use of tight and shade which Reynolds had 
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learned from his study of the Old Masters. In later years the setting of many of his full- 
length figures against parkland, evocative of the surroimdings of the great country houses 
in which his sitters Hved, is an extension of this method and the adaptation of a formula of 
Van Dyck to a modem theme. It is not surprising that this new style took the world by 
storm, or that Ramsay should soon have gone on a second journey to Italy to seek inspira- 
tion again at so invigorating a source. It is curious, however, that Reynolds should never 
have returned to Italy himself. 

By no means all Reynolds’s portraits make so complete a break with the old style. 
Heroic overtones were not always possible and the great bulk of his commissions were 
for more domestic portraits than for full-lengths. A much more typical example is the 
‘Mrs Francis Beckford’ (Plate 123B) of 1756 at the Tate Gallery, a single three-quarter- 
length figure, in a fer from easy or natural pose, and with as much emphasis on the dress 
as in any of Hudson’s portraits. What is it which gives life to this and marks it of the new 
age? It is not, in the main, a question of lighting, although the shadows flicker in a more 
subtle fashion over Reynolds’s surfaces, and more of the outline is lost in shadow. It is 
much more in the tender and sympathetic approach to a character, which cannot, in this 
instance, have been very strongly formed. There is an absence of Hudson’s fixed ex- 
pression, his stare, as it were, at the camera; a certain gracious shyness, a momentary 
quahty, as of being caught unobserved. There is also an enchanting colotu:, the silvery 
blues which predominate in early Reynolds. It is a return of the Graces. 

It is curious that Horace Walpole, as late as 1759, should have thought that Reynolds 
rarely succeeded with women, while Ramsay was formed to paint them. It is true, how- 
ever, that Reynolds was keenly aware of what Ramsay, his only formidable rival in 
London at the time, was doing, and he may well have consciously set out, as he had done 
in his ‘Keppel’, to excel him in his own field. When Ramsay had painted Lord Bute in 
1758, Reynolds is reputed to have said,^ of a portrait he painted a Uttle later, that he ‘wished 
to show legs with Ramsay’s “Lord Bute” ’. I imagine that this picture was the ‘James, 7th 
Earl of Lauderdale’ (Thirlestane Castle; Plate 130) of 1759, one of the most lively of his 
full-lengths of Peers in robes, in which he has used the base of a twisted column beloved 
ofV an Dyck, and invented a pose to justify the crossed legs, which was absent in Ramsay’s 
figure. In selecting another Scottish Peer for this display of wit, there would be a conscious 
irony which was not alien to Reynolds’s character. When the time came, in 1760, for the 
fint public exhibition of artists’ works at the Society of Arts Ramsay abstained from ex- 
hibiting and Reynolds emerged as the acknowledged leader of the English school. An 
article in the Imperial Magazine* at the time says that his ‘merit is much beyond anything 
that can be said in his commendation’. 

The ten years firom 1759 to the first Academy Exhibition of 1769 are the culmination of 
Reynolds’s earlier style. It is less classical than his style of the 1770s and less dramatic than 
his final phase. To many it seems the period when he was at the height of his gifts. A 
picture such as ‘Georgiana, Countess Spencer and her Daughter’ (Plate 132) of 1760/1 
(Althorp) must count as one of the great masterpieces of English portraiture. It is not a 
masterpiece of formal design and it achieves its ends more by tenderness and human values 
than by the resources of art, although the colour and the texture of the paint are alike 
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lovely. As Northcote said of Ramsay, it is the furthest possible removed from vulgarity, 
and tliat is a virtue more positive in portrait painting than one might at first suppose. It 
is in fact a Madonna design and the extremely tactful use of a formal pattern of this kind 
■with the value of a symbol is a part of its haunting power. Something of the same quality 
lingers roimd the ‘NcUy O’Brien’ of about 176a in the Wallace collection. 

But Reynolds was hankering after a more powerful instrument of rhetoric than the 
style displayed in pictures of such quiet perfection. It may well be that he saw something 
of his o-wn predicament in the picture he exhibited in 1762 of ‘Garrick between Tr^edy 
and Comedy’ (on loan from Lord Rothschild to Birmingham; Plate 129), It was a 
modem parody on the old theme of ‘Hercules between Virtue and Vice’, and Reynolds 
has also given it a pictorial nuance by painting Comedy in the manner of Correggio and 
Tragedy m the manner of Guido RenL It was also a symbol of a struggle he was going 
through himself between the more or less intimate portrait, of which he was a master, and 
the heroic portrait, ■with which he was beginning to experiment as early as 1760, in the 
‘Duchess of Hamilton and Argyll’ at Port Sunlight. By 1765, in ‘Lady Sarah Bunbury 
sacrificing to the Graces’ (Chicago; Plate 131), Reynolds’s second and classical manner is 
seen at the full, and it is hard to-day not to feel some suggestion of the ‘sense of sublimity 
ill-undentood’. Lady Sarah is, as it were, an illustration to much that he has to say in the 
Discourses about the Grand Style, antique drapery, and so on. She is conceived in the 
maimer of Guido Reni, whose popularity was then at its height, and it was perhaps in an 
attempt to emulate the Old Masters that Reynolds conceived this somewhat unfortunate 
portrait style. It was a deliberate innovation of his own, for it does not correspond to any 
contemporary European fashion nor to a perceptible reaction towards classicism apparent 
in British society. 

It was under the influence of this high-minded and doctrinaire style that Reynolds set 
about his duties as first President of the Royal Academy, and his contributions to the first 
exhibition are all in this vein - the Duchess of Manchester as ‘Diana’ remo'ving a how 
from her infrnt son as ‘Cupid’ (taken from Albano); Lady Blake as Juno receiving the 
cestus from Venus (from a Roman statue); two ladies moralizing at a tomb inscribed ‘Et 
ego in Arcadia’ (a fancy from Guerdno) ; and an exercise in the manner of Correggio with 
the title of ‘Hope nursing Love’. It is impossible to avoid the impression that the President 
was seeking to impart a lesson in style. 

From the time of the exhibition of 1769 nearly all Sir Joshua’s most important works 
appeared at the Academy. One can name hardly a dozen really major works from 1769 to 
1790 which were not so exhibited, and Reynolds’s importance as the arbiter of contem- 
porary taste and as setting the example by his exhibits of one year for what the ambitious 
youth of the next would paint, becomes paramount. He was never so unremittingly 
classical again as in 1769, but the predominance of his high classical manner persists until 
the completion of his designs for the window of New College Chapel at Oxford in 1781. 
In each exhibition he sought to include a subject picture and, parallel with his sublime or 
heroic subjects, such as ‘tJgolino’ (Royal Academy 1773 : at Knole), we begin to find in 
1 773 single figures or frncy pieces of a more temperate caste, such as the ‘Strawberry Girl’ 
(W allace Collection). Reynolds does not seem Hmself to have set great store by these, as 
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a number did not find their way into the exhibitions, but they gradually came, especially 
through engravings, to have a powerful influence on popular taste. These were often 
excursions into the style of the Old Masters. The ‘Shepherd Boy’ c. 1772 (Earl of HaUfax) 
was an experiment in the vein of Murillo, and the ‘Children with Cabbage Net’ (Royal 
Academy, I 775 : Buscot; Plate I28b) is an essay in Rembrandtesque lighting and simple 
genre. The former anticipates Gainsborough’s fancy pieces, and the latter is a precursor of 
the early (and best) style of Opie. Then the fancy piece and the child’s portrait become 
blent as in the ‘Master Crewe as “Henry VIII’’ ’ (Royal Academy, 1776: Lord O’Neil), 
which is a fincy picture in parody of Holbein engagingly combined with a portrait. In 
this, and in the ‘Lady Caroline Scott as “Winter” ’ (Royal Academy, 1777: Duke ofBuc- 
cleuch; Plate 134) he showed that, even in the middle of his most didactically classical 
phase, when the subject could not justify such treatment he had lost nothing of the fresh- 
ness and perception of his understanding. There is a blend in such pictures of detached 
sympathy and authentic visual or pictorial values imcomplicated by those sentimental 
overtones which make similar works by Sir John Millais so nauseous to those who respect 
the work of the creative artist. It is this fret that, in so much of his best work, pictorial and 
human values reinforce one another, which makes Reynolds such a difficult painter for the 
purist critic to appreciate. 

The most ambitious of all Reynolds’s portrait commissions, the great group of ‘The 
Family of the Duke of Marlborough’ (Blenheim; Plate 133) appeared at the Academy of 
1778. It remains stdl the most monumental achievement of British portraiture, worthy of 
Blenheim, which was to house it. There is nothing on this scale which can count seriously 
between Van Dyck’s group at Wilton and this, unless it be the Hudson group at Blenheim 
of the 2nd Duke and his family, which is stiffly composed, though not without some 
ingenuity. As a composition the Van Dyck is a failure, while the Reynolds errs perhaps a 
little in being in accordance -with all the rules. But it is not what other such groups had 
been in England, conversation pieces enlarged to the scale of life; it is a history picture. It 
is the one occasion when Reynolds was able to demonstrate to the full the possibiHtics of 
applying the historical grand style to portraiture. It is thus the very centrepiece of his 
public style. From this time onwards Reynolds was to experiment -with great success in a 
more informal mode. 

One of the most brilliant of such experiments was the ‘Lady Worsley’ (Royal Academy, 
1780: Harewood House; Plate 138). Towards the end of the 1770s his devotion to a more 
or less classical style of drapery abated and he came to realize that he could infuse more 
life, with no loss of monumentaUty, into his full-length portraits, by the scrupulous 
observance of contemporary costume. It may be that it was Gainsborough’s arrival in 
London in 1774 which partly led to this change. In the ‘Countess of Bute’ 1777/9 (Mount 
Stuart), an old lady slowly walking across a park with a folded blue parasol, and in the 
‘Lady Worsley’ in a red riding-habit and a black feathered hat, he suddenly makes his 
Goddesses come dovra to earth. In such pictures he inaugurates his third and final style, 
which reverts once more to the human vdues of his earUer manner, but retains overtones 
of the classical style which it supersedes. 

Reynolds’s interest in the informal was supported and enriched by a journey that he 
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made to Flanders and Holland in the summer of 1781. On this occasion he particularly 
studied Rubens and was impressed by the combination of dramatic and informal elements 
in some of his portraits, and also by the rich texture of his picture surface. The result was 
apparent at once in his own work and at its height m the Academy of 1786, at which he 
showed ‘The Duchess of Devonshire and her Daughter’ (Duke of Devonshire; Plate 136) 
and Viscount Cowdray’s ‘Joshua Sharpe’ (Plate 127). It is instructive to compare the 
picture of the Duchess with the Althorp group of her mother with herself as a child 
pamted a quarter of a century before. Both are, in a sense, intimate pictures of a mother 
and child. But the serenity of the earlier picture, which owes allegiance to the Italian 
masters of the High Renaissance, has given way to a lively and dramatic style akin to 
Rubens’s baroque. The timeless has given place to the momentary, and there is something 
more modish about the later work which aimounces the age when fashions in dress and 
gesture made up a large part of the character of men and women. It is from Reynolds’s 
works of the middle 1780s that Hoppner and Lawrence derived their style. Reynolds 
himself kept a fine balance between his baroque curtains of sealing-wax red, the shimmer- 
ing muslins and the glossy blacks of men’s or women’s dresses, and his closely char- 
acterized frees, but the next generation was not always so scrupulous in its observance of 
the balance between the two interests in a portrait. 

The ‘Joshua Sharpe’ and the ‘Lord Heathfield’ (Royal Academy, 1788) may be taken 
as among the finest examples of his latest style in men’s portraits, one a study of a man of 
thought, the other of a man of action. Both are pictures of types as well as of individuals, 
and much richer compositional resources have gone to their making than in his earlier 
portraits. The head of the grave lawyer is placed low on the canvas, the mass of the body 
slumped and concentrated, while the arrangements of the soldier’s body are reversed. In 
both the figure is off centre, and there is a dramatic intention in this displacement and in the 
lighting. Not all Reynolds’s later work is contrived with such thought, and he used the 
classical mode, which perhaps came most easily to him, on appropriate occasions even in 
his latest works. But until his eyesight began to fail in 1789 and he was forced to give up 
painting, he was constantly developing new resources in his art. We know so much more 
of the routine production of his studio than we do in the case of earlier painters, that it is 
not altogether easy to judge him frirly, but, judged by the standard of the very consider- 
able number of his finer works, we can say without hesitation that he was the chief 
intellectual force in the first great age of British painting. 

Reynolds's Pupils 

Few of Reynolds’s direct pupils deserve attention, for he does not seem to have had the 
qualities of a teather and there was a tendency for his pupils to degenerate into ‘assistants’. 
The best known was Northcote, who finds his place under the l^tory painters, but one 
or two, who were portraitists, deserve a passing mention. The best was Thomas Beach 
(1738-1806) a man from the West Country, who was a pupil of Reynolds about 1760/2 
md finally settled in Bath, from at least 1769 until a few years before his death. In the 
middle 177CB Beach would spend a few months in London, but his chief practice was in 
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RICHARD WILSON (1713-82) 

W I L s o N fills much the same place in the development of a tradition oflandscape painting 
in Britain that Reynolds does in the development of portraiture. Both appear on the scene 
at the same kind of moment, when the ground had already been broken for the establish- 
ment of a new style; both were sons of the clergy and had some pretensions to scholarship; 
both were in Italy in the early 1750s and became saturated with the Mediterranean tradi- 
tion. But there the likeness ends and, in their outward circumstances, there was great 
disparity. Reynolds imposed his style upon contemporary public taste, but Wilson - 
although his qualities were always esteemed in the professional circle of artists and he 
became a foundation Royal Academician - had to wait until a generation after his death 
for serious appreciation. Reynolds had accommodating mannen, a cool temper, and an 
eye for fame: Wilson had a sharp and explosive tongue and was no respecter of formality, 
and he loved his art more than his reputation. Wilson has less variety and range than 
Reynolds, nor did he steadily develop from strength to strength over a period of forty 
years: once formed his style changed Htde, and his best work was produced in a period 
of Httle more than twenty years. But it might be held that Wilson shows a greater 
intensity and power of creative imagination in establishing the classical British landscape 
than Reynolds required to establish the classical British portrait. His precursors had 
advanced less far along the road. 

It is still matter for surprise that Wilson’s landscapes met with such Htde success 
amongst an aristocracy which was modelling the landscape of its parks on the ItaHan 
scene, and hailed Claude as the master of the picturesque and Gaspard and Salvator Rosa 
as masters of the subHme. W ootton and Lambert had already introduced the conventions 
of Claude and Gaspard to some extent into British landscape painting. But a landscape to 
them was either a mere piece of decorative furniture or a record of an actual scene. It was 
Wilson who first charged the ‘landscape* in Britain with the values of an independent 
work of art, sometimes - and in these he was less successful - by attempting the Grand 
Styleandcombining ‘history’ with landscape, andsometimes, which was his great achieve- 
ment, by infusing into his scene a feeling, either solemn or lyrical, for the divine dement 
in nature which can best be apprehended by likening it to the feeling whichis the constant 
theme of Wordsworth. One cannot siun this up more clearly than by quoting Ruskin’s 
words that with ‘Richard Wilson the history of sincere landscape art founded on a medi- 
tative love of nature begins in England’. 

We know something of Wilson’s own views on landscape from a story related by 
Beechey.t who once asked Wilson whom he considered the best landscape painter, and 
received die reply: ‘Claude for air and Gaspard for composition and sentiment. . . . But 
there are two painters whose merit the world does not yet know, who will not fril here- 
after to be highly valued, Cuyp and Mompers.’* Even without this, we should have no 
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difficulty in claiming Claude, Gaspard, and Cuyp as the three principal ancestors of 
Wilson’s style. Indeed, in speaking of Claude and Gaspard, Wilson was doing no more 
than echo the prevailing views on those masters. The building up of a formal composition 
with a dark foregromid, tree or rock masses at either side, and the eye carried in the centre 
to a far mountain distance, the gradations finely articulated by a sarcophagus, a temple, 
and other nostalgic memorials of an ancient or Arcadian civilization, and peopled with 
appropriate figures, are the elements of Claude’s formula. Gaspard, more than any other 
painter, had loved the sites at Tivoli, Frascati, Albano, and Nemi, which form much of 
the material of Wilson’s repertory. From Cuyp, who was to come into liis own at the end 
of the century - with Wilson himself - he learned the devoted study of clouds and the 
play of light in northern climates, which is absent in Claude’s airy vault of Mediterranean 
sky, and a feeling for transient gleams of splendid fight which can sometimes start tears 
in the beholders’ eyes. In his finest designs, when produced at moments of unclouded 
sensibility, these qualities are to be found. That he repeated these designs, sometimes with 
subtle variations, sometimes mechanically, sometimes with downright carelessness as 
mere pot-boiling (in his latter days he called such compositions ‘good breeders’), is a 
matter for regret at times, but does not affect the value of the original inspiration. All 
Wilson’s own work, even when slovenly in execution - and his own shortfalling has 
enabled much rubbish to pass to-day fiJsely imder his name - retains something of this 
core of seriousness which fingers from its original inspiration and has a solid formal 
framework. We can perhaps appreciate this most easily by comparing it with the work 
of a popular rival, who had been fiiendly with Wilson in Italy, Francesco Zuccarelfi. 

Zuccarelfi (1702-88) was a painter of Tuscan origin who had found success at Venice 
in the production of fancy landscapes in rather watered imitation of Marco Ricci. He was 
in London from about 1751 to 1762 and again in 1768, when he became a foundation 
member of the Royal Academy, but he was back in Venice by 1772. In London he met 
with great success and Windsor Castle is still full of his facile works. Some contemporary 
critics held it against George HI that, just as he patronized Ramsay and neglected Reynolds, 
he patronized Zuccarelfi and neglected Wilson - and the charge seems true enough. 
Wilson’s first biographer relates a story that, soon after Wilson’s return from Italy (prob- 
ably about 1758) a group of artists who considered themselves the arbiters of taste came 
to a resolution ‘that the manner of Mr Wilson was not suited to the English taste, and 
that, if he hoped for patronage, he must change it for the lighter style of Zuccarelfi’.* 
Wilson’s style seemed solemn and severe (which indeed are his virtues) and his con- 
temptuous refusal to change to the lighter style lost him much success. Zuccarelli’s style is 
indeed ‘light’. Although a few of his pictures include compositions from classical story 
treated in the spirit of a snuff-box, the bulk of them are loosely composed picturesque 
views of a predominantly Italian caste, peopled with shepherds or contadine. This passion 
for the frivolous was by no means conned only to George III and an echo of the same 
sort of complaint can be heard in Reynolds’s Fourteenth Discourse, when he objects, of 
Wilson, that he has been ‘guilty .. . of introducing gods and goddesses, ideal beings, into 
scenes which were by no me ans prepared to receive such personages. His landscapes were 
in reality too near common nature to admit supernatural objects.’ It looks as though Sir 
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Joshua were not willing that two people should introduce the Grand Style into England, 
and, when he goes on to say that to do what Wilson was trying to do requires a mind 
thrown back two thousand years, and, as it were, naturalized in antiquity, like that of 
Niccolo Poussin’, he seems also to be passing unfavourable judgement on his own works. 
To-day Wilson’s landscapes do not seem to be too near to common nature, and Wilson 
never laid claim to emulating the heroic landscapes of Nicolas Poussin. Rather he was 
creating a new genre out of Claude and Gaspard, which one might have thought specific- 
ally appropriate to the taste of Northern gentlemen who were steeped in classical culture. 
His figure-scale is larger than Claude’s and his Italian landscapes with classical figures are 
meant rather as nostalgic evocations of the ideal landscape of the Mediterranean world 
visibly inhabited by the proper persons, either mythological or historical - Diana and her 
nymphs at Nemi, and Cicero and his fiiends at Arpinum. His views of Nemi in fact are 
as convincing with classical beings in the foreground as they are when peopled only by 
the monks fi:om the Convent at Genzano, or mere nameless figures firom the con- 
temporary scene. 

Wilson was a Welshman, bom at Penegoes in Montgomeryshire. He was apprenticed 
toa portrait painter in Londonand became himself a portraitistat least as advanced as, and 
of equal distinction with, anyone working in London in the middle of the 1740s. His 
‘Admiral Thomas Smith’ (Plate I28a) at Greenwich (engraved 1746: a rather less firee full- 
length variant of 1744 is at H^ley) is very little below Hogarth in its genial interpretation 
of character and in the attractive quality of its paint sur&ce. But he was not suited by 
temperament to be a fashionable portraitist, and that he had leanings towards landscape 
paiating at this time is clear firom the &ct that the pictures he chose to contribute to the 
coUectionat the PoundHng Hospital in 1746 were two small circular prospects of London 
hospitals which are executed in a style very close to that of George Lambert. He had 
certainly painted a view of Dover before 1747^ and it is possible that he had begun also 
to specialize in ’views of gentlemen’s seats’ before he left for Venice late in 1750. In the 
general history of British painting, however, his work is of little moment before his 
Italian journey and his decision, made after 1750, to become a painter of landscape. 

Wilson remained in Venice (where he painted a few portraits, such as those at Cardiff 
and in the Tate Gallery) firom about November 1750 imtil at least the latter part of 
1751. Thm, still tom between landscape and portrait, according to W illiam Lock who 
was his fellow traveller, he passed through Rimini and Florence and reached Rome by 
January 1752.® It was Rome - and perhaps, in some slight degree, the encouragement of 
Vemet - which settled his uncertainty, and firom 1753 he can be considered only as a 
painter of landscapes. 

Wilson remained based on Rome firom 1752 imtil 1756 or 1757. He ranged as ^ up 
the Tiber Valley as Temi and Nami and he went south, probably with Lord Dartmouth, 
to the classical sites round Naples, but it was the Roman Campagna which won his heart, 
as it had won Gaspard Poussin’s a century earlier. The landscape of the Campagna did for 
Wilson what Michelangelo’s and Raphael’s works did for Reynolds during the same yean. 
It saturated him with an ideal beauty fiom which his imagination was never to escape. 
From Claude he no doubt learned the bare grammar of classical landscape, but he studied 
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the scene on the spot, with its accidents of cloud and shadow as Claude himself had done 
in his drawings. Wilson’s own drawings on the ground are little more than memoranda, 
sometimes only of rocks or tombs or antique fragments. They have nothing of Claude’s 
splendours about them and may rather be compared with the drawings such Dutchmen 
as Berghem must have brought back with them, which were to serve tliera for painting 
Italian scenes for the rest of their lives. But Wilson also had some practice in makmg draw- 
ings of studio compositions of the Roman scene, such as the series he made for Lord Dart- 
mouth in 1754.* He probably also made a set of such compositional models or p.attcms for 
himself, and at least half of his output after his return to England was of Itahan scenes. 
Except for a few fovourite compositions such as the ‘Bridge at Rimini’, these fall mainly 
into two groups, scenes from the country immediately round Rome, Tivoli, Albano, 
Castelgandolfo, and Nemi, and scenes from the classic landscape of the Phlegraean fields. 
Cape Misenum, the Lucrine Lake, the Lago di Agnano, and the Bay of Baiae. 

A few large paintings can be identified with certainty, from their bearing dates, as 
having been painted during Wilson’s years in Rome. Two companion pictures, one dated 
1753, are in Lord Dartmouth’s collection, and one, dated 1755, is at Wrotham Park (Plate 
140B). In these the tone is muted, almost subdued, and has none of that clear, hard bnlhance 
of high Italian summer which we find in some of his later repetitions. The figures are 
meditative and pastoral, never classical, and in the Wrotham picture Wilson re-uses an 
old motif which makes it almost an account of his own feelings for his Italian years. Two 
classically dressed shepherds are conversing near a tombstone, on which is written ‘Ego 
fui in Arcadia’. Zuccarelli had been commissioned, about 1751, by a Scottish patron, to 
do a picture with a similar tomb, which was to symboliae that his Grand Tour days were 
over, but Wilson invests his picture with a melancholy poetry unknown to Zuccarelli, 
and the nostalgia, which is a prominent element in his style, is here unusually explicit. It 
may be that Wilson also did a few oil studies more or less on the spot while in Italy. Such 
a picture as the ‘Lago di Agnano’ (Plate 140A) at Oxford, with its unforced range of tone 
and its lack of the dramatic contrasts which are natural in the studio, can hardly have been 
produced in any other way. It is nearer to Corot’s early Roman studies than to any other 
paintings, and it suggests what possibiHties were latent in Wilson’s art if the times had 
been ripe for their development. One or two of the late battered sketches in the National 
collections, which were among Wilson’s possessions at his death, reveal that he went on 
painting such things for his own pleasure into later life. 

Wilson was settled in London by 1758 and we are on less secure ground for his chrono- 
logy in his later years. But his work falls readily into three cat^ories, the later Italian 
views, the interpretations of the British landscape scene, and commissioned views of 
country houses. These can most easily be considered in turn, premising that he seems to 
have done htde work beyond copying his own old compositions after about 17745 ^ttd he 
retired to Wales, a broken man, about a year before his death in 1782. 

The Italian landscapes can be divided into two classes, the dramatic ‘histories* in the 
Grand Style, and the more tranquil compositions, whether peopled by divinities or 
peasants. The dramatic histories, at which Sir Joshua tilts in his Discourses, are very few in 
number (not more than half a dozen) but are important as they are presumably the 
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pictures with which Wilson hoped to obtain the highest class of patronage. Probably all 
were painted before the foundation of the Academy in 1768 and they were finely engraved 
between 1761 and 1768. The earliest (? c. 1760/1) seems to have been the ‘Niobe’ (Plate 
142) of which the finest (though perhaps not the earliest) recension was the picture in the 
Tate Gallery destroyed during the war. It is hardly distinguishable in spirit from Gaspard 
Poussin and it is difficult not to consider Reynolds’s strictures as provoked by jealousy. 
That they were felt as justified by others, however, seems indicated firom the fact that 
Wilson himself later tried to introduce more Salvatorial figures into such a scene (as in 
‘The Unransomed’ at Port Sunlight) and that the classical figures in his later ‘histories’, 
such as ‘Apollo and the Seasons’, are hardly to be distinguished firom pastoral personages. 

The remaining ItaHan views make up about half of Wilson’s output after he had re- 
turned to London. They are sunnier and more glowing - as if enriched by memory - than 
the scenes painted in Italy, and later versions are richer and more buttery in pigment than 
the earlier. But, aside from mere pot-boiling copies, they are wonderfully true in tone 
and have very little air of having been confected in the studio. Of certain popular designs, 
such as ‘The White Monk’, there are at least a dozen originals, each varying a htde in the 
number or disposition of the figures, or in the contour of the distant hills. This does not 
indicate, as similar duplicates perhaps do in El Greco, a constant search for perfection of 
composition, but simply that, like all true artists who are forced by circumstances to 
repeat themselves, he could not bear to be always merely copying. In some arrangements 
there are adaptations which almost amoimt to a new picture, and the way, for instance, in 
which Wilson has converted the small upright design engraved as ‘Hadrian’s Villa’ (of 
which one of the best versions is in the National Gallery) into a new oblong picture in the 
example at Manchester (Plate 14IB), shows the bent of his art. 

It is, however, in his interpretations of the British scene that Wilson made his most 
original contributions to landscape painting. His range of cotmtry is not very wide, Kew 
and Syon House, the Thames and Windsor Park, certain districts in the South-W est, and, 
above all, the streams and mountains of his native Wales. His Welsh views are the cream 
of his work and he saw the country with a mind rich in memories of the Roman Cam- 
pagna. His eye sought those aspects of die country which fell into die classic mould, and 
he composed landscape true to the tones of Wales but invested with the authority of the 
classical tradition. Sometimes we may wonder whether the river is the Amo or the Dee 
and, in a picture like ‘A Road by a River’ (Plate 145) at Gosford House, the air of Italy 
is so strong and the effect of the design (which imexpectedly echoes Canaletto) so power- 
ful, that we have to look hard to distinguish the British figures and hollyhocks and the 
British trees. Such pictures are not imitations of Claude or the Old Masters, but the 
application of one of the great traditions of landscape painting, in a quite personal way, 
to the native scene. In what is perhaps the finest of all his designs, the ‘Snowdon’ (of which 
there are admirable examples both at Liverpool (Plate 143) and Nottii^ham), he pro- 
duced the most classical of all British landscapes under the stress of the same deep feeling 
for mountain scenery as inspired so much of the finer portion of Wordsworth’s poetry. 
Its deep sincerity shines out most fully if it is compared withTumer’s brilliantimitationsof 
this kind of Wilson, which always keep something of a borrowed sentiment about them. 
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In another field Wilson continued the Hne which had been marked out by George 
Lambert and brought the ‘country house portrait’ to its finest perfection. It may be that 
the singular view of ‘Old Chatsworth House’ (Duke of Devonshire), as it was at the close 
of the seventeenth century and based on a drawing by Sibercchts, was painted befisre his 
Italian journey: in all probability the ‘View of Woburn’ (Duke ofBedford; Plate 141A) 
may have been painted before the old house was reconstructed in 1759. Wilson employs 
in this the resources of the poet and takes the genre right out of the province of the 
topographer. A modest piece of water in the foreground has become a lake: the w'ooded 
slopes behind the house have become steeper and more enchanted, and a distant view of 
hills, which is a pure memory of Italy, has been invented. Other views of this kind fol- 
lowed. The ‘Moor Park’ 1765 series (Marquess of Zetland) is only a fine continuation of 
the tradition of Lambert; but the five ‘Views of WUton’, of uncertain date but probably 
fairly early, are of the highest originality. Picturesque views arc taken of the house and 
park from all points: one is painted in emulation of a ‘blue’ Claude, another of a ‘pmk’ 
Claude; the compositions of Dutch painters such as de Koninck are used as models^ and 
bold experiments in Ught, such as the ‘South View of Wilton from Temple Copse’ (Plate 
144), combine a close study of local atmospheric effects with the attempt at rivalling 
Ruisdael in a coup de soleil. The whole series is a succession of poems in the picturesque 
style unrivalled in the painting or poetry of the age, and has never been surpassed. In his 
romantic prospect of ‘Houghton House’ (Royal Academy, 1771: Woburn), Wilson is 
obviously emulating Ruisdael’s views of the ‘Casde of Bentheim’; and in ‘Muswell Hill 
with Minchenden House’ (Royal Academy, 1775 : Stoneleigh Abbey) Phihps de Koninck 
is again the model. Occasionally Turner, in his ‘Somer Hill’ (Edinburgh), or Constable 
continued this tradition of portraits of country houses, but Wilson explored the whole 
range of this specially British field and established the models which his successors have 
been more or less bound to follow. The whole range of Wilson’s art has not yet been 
fully illustrated, but there can be Mtde doubt that, when this is done, he will emerge as 
one of the major masters in the history of the British school.^ 

Rivals and Followers of Wilson 

Worldly success, which passed Wilson by, was for a time Uberally accorded to his 
younger contemporary George Barret (i732?-84), an Irishman whose landscapes were 
uncharitably (but not altogether unperceptively) described by Wilson as ‘spinach and 
eggs’. Barret formed his landscape style in Ireland, in the Park at Powencourt and amid 
the mildly Salvatorial scenery of the Dargle, and settled in London in 1 762. In England he 
soon specialized in the painting of landscapes feithfully representing a particular spot or 
picturesque view, usually within the private demesne of a noble patron. He was a founda- 
tion member of the Royal Academy; and at the first Academy exhibition, whereas 
Wilson’s pictures, as woris ofimagination, are simply entitled ‘a landskip’, Barret’s scenes 
are particularized to the nearest milestone. Barret had a sound sense of what was pic- 
turesque in a commonplace way, he was troubled neither with the knowledge nor the 
love of classic landscape, and he provided what his noble patrons wanted. The dukes of 
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Portland and Buccleuch were his most notable patrons, and his best work can be seen in 
their collections to-day. In later hfe he tried to imitate somediing of Wilson’s rlascir al 
manner, but his design lacks Wilson’s authority, liis tone Wilson’s sureness, and his trees 
Wilson’s sense of organic growth. His work is cliicfly interestmg to-day as sertdng, by 
comparison with its prose, to set off the poetic quaUty of Wilson’s vision. 

Next in age after Barret was WiUiam Marlow (1740-1813), who had been a pupil of 
Samuel Scott from about 1756 to 1761, but is also hsted by Wright among Wilson’s 
pupils. His use of paint, in his best works, comes very close to Wilson, and the pattern of 
his career also resembles that of Wilson, except that, at the end of his hfe, Marlow never 
lacked money. From 1762 to 1765 Marlow travelled England and Wales as a wandering 
landscape painter, but the patronage of the Duchess of Northumberland enabled him to 
travel in France and Italy from 1765 to 1768. From the studies made on these journeys he 
produced French and ItaUan views for the rest of his hfe, repeating, like Wilson, favourite 
patterns. His prevailing tone is silvery and he experimented also in coast scenes m the 
style of Vemet, in admirable views (more htcral than Wilson’s) of country houses, such 
as the four of 1772 at Castle Howard, and even m such freaks of fancy as what Canaletto 
had called capricci. At Benham Parkwasa pictureof St Paul’s in which a Venetian canal has 
taken the place of Ludgate HUl (Plate 146), and in which the styles of Scott and Wilson 
meet. The topographer and the painter of picturesque landscape meet on the same canvas, 
as if to explain the fusion of the two styles which was taking place in the middle of the 
eighteenth century. By 1785 Marlow had retired professionally and only continued to 
paint a few landscapes for his own amusement. 

Of the painters whose style was wholly formed by Wilson, only Thomas Jones (1743- 
1803) and William Hodges (1744-97) deserve attention, for Joseph Farington (1747- 
1821), although later a personahty of high importance in the art world, was of htde 
account as a painter. Thomas Jones, like Wilson a Welshman of good family, was at first 
educated for the Church: but he became a pupil of Wilson in 1762, first exhibited in- 
dependently in 1765, and spent the years 1776 to 1782/3 in Italy, mainly at Rome and 
Naples. He painted some ambitious ’histories’ in the style Wilson was practising in the 
1760s (the most frmous is at Leningrad), and, while in Italy, painted a few Italian views 
saturated with memories of Wilson, but lacking his sureness of tone and betraying rather 
a botanist s interest in foreground plants. He had htde of value to contribute of his own 
and was much less of a penonahty than Hodges. 

William Hodges (1744-97) was probably the most accomplished painter of feke 
Wilsons. He studied with Wdson c. 1763/6, and his style in 1772® was so close to his 
master s that rather more than the evidence of the eye is needed to distinguish between 
the two. But he did not meet with much success in London and, in 1772, joined Captain 
Cook s second voyage to the South Pacific as official landscape painter. He was employed 
on this journey 1772 to 1775, and he later visited India from 1780 to 1784. Something 
strange in nature or architecture was needed to bring out Hodges’ best quaUties and he 
succeeded to a considerable extent ‘in combining the documentary with the picturesque 
without sacrificing the requirements of either’.* A number of to views in the South 
Pacific were done for the Admiralty (he repeated them also for commercial purposes) and 
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are now at Greenwich and the ‘Tahiti’ (Plate 147A) is a characteristic example. Wilson’s 
rules of picture making and teclinique are both apparent, but Hodges skilfully adapted 
them to exotic material, to which he gave an air of documentary fidelity. He became a 
Royal Academician in 1787 and travelled in Europe, but his original contribution to 
landscape is hmited to his handling of his Pacific and Indian sketches with few exceptions. 
He abandoned paintmg for banking in 1795 and committed suicide two years later. 


NOTES TO CHAPTER 17 

1. Quoted m W. T. 'Whitley, Artists and their Friends ...,380. 

2. Thomas Wright, in his Life of Wilson, 1824 (and others since), has talked a 
great deal of nonsense about de Momper and his influence on Wilson. It is likely 
that Wilson s idea of ‘Momper’ was formed by two piaures acquired under that 
name by his early patron, Lord Dartmouth, which seem to be Neapolitan works 
of the seventeendi century. 

3. T. Wright, op, cit, 72. 

4. J. S. Muller published an engraving in 1747 of ‘Dover after Wilson. A 
small picture belonging to Sir Alec Martin (in the style of the Foundling Hospital 
roundels) may well be the original for this, and I am inclined to think that the 
pictures at Cardiff and in Mrs Butler’s possession are post-Italian vanants. 

5. Brinsley Ford, ‘R. Wilson in Rome* in Burl. Mag.,xcii (May 1951), 157 ff. 

6. Published by Brinsley Ford m Burl, Mag., xc (Dec, I948),337 ff. Mr Ford’s 
book on Wilson’s drawings has elucidated further Wilson’s manner of approach 
to his compositions. 

7. Mr W. G. Constable has m hand a book which will be the first to illustrate 
Wilson’s whole range. 

8. See his ‘View of a Greek House at Weston’ (Society of Artists, 1772) 

Country Life, 26 Apr. 1946, p. 760. Both in Ae Morland sale in 
■d Hilhngdon’s sale in 1939 Ais passed as a classical scene by Wilson. 

JmiA in Journal of the Warburg and Comtauld Institutes, xni (1950), 
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CHAPTER l8 

THOMAS GAINSBOROUGH 


Gainsborough is the most difficult to assess feirly of all the major painters who make 
up the first great age of the native British School. His genius was lyrical: it developed 
altogether independently of the Mediterranean tradition, which cast a dominating shadow 
over the work of his chief contemporaries; his mind was wholly without the strong 
intellectual bias of Reynolds’s, and sought its recreation with music and musicians and 
not in literature and the society ofhommes de lettres. Yet he seemed, even to Reynolds, an 
artist of sufficient stature to become, after his death, the central theme of one of the Dis- 
courses (the Fourteenth) which he delivered at the Royal Academy prize-giving - an 
honour he accorded to no one else. For Reynolds his rival, because he never attempted 
‘history’, was a ‘genius in a lower rank of art’; yet he observes that ‘if ever this nation 
should produce genius sufficient to acquire to us the honourable distinction of an English 
School, the name of Gainsborough will be transmitted to posterity, in the history of the 
art, among the very first of that rising name’. What he is captivated -with in Gains- 
borough’s art is ‘the powerful impression of nature, which he exhibited in his portraits 
and in his landscapes, and the interesting simplicity and elegance of his little ordinary 
beggar children’. Reynolds’s detailed comments are still the most judicious account of 
Gainsborough’s virtues, in spite of, and because of, the feet that they were to some extent 
wrung from his reluctant admiration by a style and an approach to painting which were 
the reverse of his own. To Reynolds Gainsborough seemed something of what we should 
to-day call an ‘impressionist’, allowing too much to be filled in by the spectator: yet he 
praises ‘his manner of forming all the parts of a picture together’, and the great protagonist 
of the study of the Antique and of the Italian masters praises Gainsborough because ‘he 
very judiciously applied himself to the Flemish school’ and because ‘his grace was not 
academical or antique, but selected by himself from the great school of nature’. 

Nor can we do better than begin an attempt at appraising Gainsborough’s work by 
asserting with Reynolds that he possessed die ‘quality of lightness of maimer and effect. . . 
to an unexampled degree of excellence’ and that ‘whether he most excelled in portraits, 
landscapes, or fency pictures, it is difficult to determine’. The great mass of his surviving 
work is in portraiture, yet he several times complains in letters that he painted portraits 
only for a living and that his heart was in landscapes - and to-day he is mainly thought of 
as the only serious rival to Re3molds in portraits. An intelligent contemporary, who had 
been admirably painted by both Reynolds and Gainsborough, -writes in 1787 to her 
husband that she cannot bear anyone having a Sir Joshua of him but herself, but that she 
thinks *a daub by Gainsborough’ would do well enough for his College.' By a ‘daub’ she 
probably meant only a sketchy, ‘impressionist’ likeness, and not wlut we would mean 
to-day. She realized that the full man would emerge only firom the more intellectual and 
psychological approach of Reynolds, and it is true that Gainsborough is at his best -with 
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sitters who have almost no positive character and can be treated as arabesques with that 
lightness of manner and effect which made Lady Spencer call them ‘daubs’, and which 
causes them to become to-day, if they have been badly cleaned, little but expensive 
smudges. His landscapes present the same relation to reality and are animated by the same 
pervasive rhythm. For them we have Gainsborough’s own words in a letter to Lord 
Hardwicke* that ‘if his Lordship wishes to have anything tolerable of the name of Gains- 
borough, the subjectaltogether, as well as figures &c., must be ofhis own brain’. Curiously 
enough, it is in his ‘fancy pictures’ that he came closest to the direct imitation of nature, 
for he selected his ‘Httle ordinary beggar children’ (as Reynolds incorrectly called them, 
for they were far from ‘ordinary’) from a model or models which came close to his own 
jdpal of the beauty of innocence in children. In all three genres his prevailing interest as a 
painter was the same - in the beauty of fleeting effects of shadow and texture. This led 
him not only to do much ofhis painting by candlelight, but also to dislike increasingly for 
his finished pictures the glare of pubhc exhibitions, so that he finally withdrew altogether 
from showing his pictures at the Royal Academy. Gainsborough is thus a painter apart 
from the main stream of British painting during the first hundred years of the Academy’s 
Hfe - perhaps up to the time of Rossetti - in that he never submitted to the tyranny of the 
‘exhibition picture’. In the same way he never submitted (or did submit so rarely as makes 
no matter) to the co-operation of the drapery painter. In all his works he was something 
of a lyrical individualist and it is this quality which makes him so hard to judge fairly in 
an age of reason. 

Reynolds and Wilson made their great contributions to the British school on the side 
of ‘sense’, Gainsborough’s was all on the side of ‘sensibility’. Gainsborough’s first direct 
heir in British painting was Constable. On looking at Gainsborough’s landscapes, says 
Constable, ‘we find tears in our eyes, and know not what brings them’, so that it will be 
seen that a history of British painting which closes with the dawn of the romantic age must 
treat Gainsborough as something of an isolated phenomenon. It would be convenient ifi 
following the remarks of Reynolds and of most contemporary commentators, we could 
see in Gainsborough an artist who really sought his inspiration direct firom nature, and 
specifically firom the English scene. But, unfortunately, the better we know Gains- 
borough, the further this view seems to be from the truth. We have his own word for it 
that he held no very high opinion of the beauties of English landscape in the raw, and that 
his pictures had to be the creations ofhis own brain; and we even know that, towards the 
close ofhis life, he painted landscapes firom little models made up of moss and pebbles, 
which he had arranged in his studio. Yet, if we compare them with the landscapes of 
painters firom any other country, there remains something incomparably English about 
them, a perception of light and a feeling of English woodland growth. There can be no 
doubt that he loved to draw the rural scene direct, but die result was always transmuted 
into lyrical terms. 

In the Victoria and Albert Museum is a drawing wrongly ascribed to FuseU of Gains- 
borough sketching in the country, which is not without satirical overtones. It shows a 
gay, almost raffish, person redinir^ at ease, rather than setded with die high-minded 
earnestness of purpose of a pure artist communing with nature. He is drawing the 
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landscape but his eye is at least as busily directed at a promising female form which diversi- 
fies the scene. I cannot help feeling that we shall come much nearer to understanding 
Gainsborough’s work if we approach it after this first revealing gUmpse of the man, than 
if, as was proper for Reynolds, we come to him with a letter of introduction ftom Dr 
Johnson. Gainsborough’s art is gay, nervous, and full of ‘enthusiasm’: he was endowed 
with a heaven-sent sensibility to linear rhythms, and he loved the use of line in drawing 
and that effect in painting which he called ‘the touch of the pencil’. Where Reynolds’s 
figures are all fee-fi-fo-fiim, standing sohdly planted in English parks, Gainsborough’s 
are sometimes almost wraiths, exhalations of the autumn foliage. Reynolds concentrates 
on mass and solid textures: Gainsborough loves everything which is flickering and 
evanescent, the play of shadow on a silk dress in movement, and his most astounding 
prodigies of painting can only be enjoyed to-day when, as in the ‘Queen Charlotte’ at 
Windsor, the old concealing, discoloured varnish has been removed and the texture of 
the painting below has remained unharmed. 

In character he was blithe, optimistic, enjoue: everything that Reynolds was not. His 
letters are delightfully incautious and one of his daughters admitted to Farington that he 
would sometimes give way to conviviahty to such an extent that he was unable to paint 
for a day or two. He was very good company and had no fine manners, and Mr Whitley, 
whose biography, in the matter of documentation, is one of the best things ever written on 
an English painter, seems to me to have falsified Gainsborough’s character (and our under- 
standing of his art) by trying to make him out to be much more of a model of the domestic 
virtues than he was. But, with aU his ‘Bohemian’ leanings, he too, like Reynolds, must 
have been a prodigious worker. We have at present record of more than seven hundred 
portraits^ (about 125 of them full-lengths), pretty well all painted, as all Reynolds’s were 
not, with his own hand; perhaps two or three hundred landscapes of various sizes, a few 
fency pieces, and an enormous quantity of landscape drawings. 

Thomas Gainsborough was the son of a once prosperous cloth-merchant of Sudbury. 
He was the youngest of five sons (and there were also four daughters) and was bom in 
1727. He showed a decided leaning towards painting at an early age (conflicting evidence 
says towards landscape or portraiture) and was sent to London, with a view to becoming 
an artist, about 1740* The evidence about his tr ainin g is obscure and conflicting, but a 
hypothetical account of his life between 1740 and about 1753, when he was settled in 
Ipswich, might be something like the following: theseyears were spentmainly in London, 
with periodic visits to Sufiblk; the last few years mainly in Sudbury. He had no academic 
training, but two influences predonrinated: the influence of Gravelot, with whom he 
worked in London as an assistant in his engravings (before 1745), and the influence of 
Dutch seventeaith-century painters (notably Ruisdad and Wynants), whom he copied 
whenever he could and whose works he restored for dealers in London. This combined 
French and Dutch influence orientated him away ftom the pre vailin g Mediterranean 
tradition, but the French and the Dutch styles pufled in opposing directions. Gravelot’s 
influence made for d aintin ess in the figure and for an emphasis on the city-dweller’s con- 
ception of the pastoral idea in the tradition of Boucher and the lesser Frenchmen of the 
time : the Dutchmen brought him back to nature, but with the presupposition that nature 
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fit inhabitants of a pastoral Arcadia. They are almost portraits, yet the distance from 
which they are seen gives them a certain generahzed air which suggests that we are not 
peering too closely at an ideal world. Later, in his fancy pictures, Gainsborough was to 
try and take its actual portraiture. In terms of style the picture is almost Watteau re- 
created in an English landscape with ideal rustic humanity substituted for the fine ladies 
and fine gentlemen. If we compare it with the picture of 'The Mall, St Jameses Park' (Frick 
Gallery, New York), which Gainsborough painted about 1783 as what one might call a 
'society’ equivalent, as a deliberate English Watteau, we can see how much was lost hi the 
later transcription. Unpleasant as it still is for some of us to introduce the shade of Marx 
into the history of art, it may contribute to the understanding of Gainsborough to make 
plain that, unlike Reynolds, whose finest achievements owe a good deal to his sense of 
social values, Gainsborough’s supreme quality lay in Iiis awareness that the beauty of the 
English scene lay in the lyrical exploitation of the world which lay outside the canons of 
social distinctions. 

After settling in London Gainsborough certainly found himself more remote from the 
kind of nature which he took pleasure in studying directly. He seems to have fallen back 
on the great number of landscape studies wliich he had made and, with these and the little 
compositional models he made of pebbles, weeds, etc., to have become more and more 
artificial in the construction of his landscapes. From the earlier London years, up to about 
1780, he was perhaps preoccupied especially with the theme of 'The Cottage Door’ (a 
townsman’s nostalgic view of the country), of which the finest horizontal design is at 
Cincinnati and the finest upright design (possibly Royal Academy, 1780) in the Hunting- 
ton Foundation in California. There is a more artificial quality about these than in 'The 
Harvest Wagon’. Trees 'crowd into a shade’ more knowingly; and, in the Huntington 
picture, the young mother has such an air of Mrs Sheridan in disguise that one can under- 
stand the absurd title long given to an unfinished study in the National collection as 'Mrs 
Graham as a Housemaid’. The difference between Gainsborough and his slightly earlier 
French parallels is that, whereas the French pictures were quite clearly, say, 'Mile Clairon 
en bergere’, in Gainsborough’s there remains a certain ambiguity, and the protagonist 
seems rather to be a peasant woman who recalls Mrs Sheridan. There is even early evidence 
that Arcadia was givmg way to Bohemia (the native country of Gainsborough’s musician 
friend, C. F. Abel), and Bohemia has more of a smack of the stage about it than Arcadia. 
In Mrs Piozzi’s old age, in 1807,^ she writes about a landscape in her possession: 'The 
subject cattle driven down to drink, Sc the first cow expresses something of surprize as if 
an otter lurked under the bank. It is a naked looking landscape - done to divert Abel the 
Musician by representing his Country Bohemia in no favourable light — ’ One should 
beware of trusting too much to Mrs Piozzi’s fancies, but her description puts us on the 
look-out for the curious overtones which lie in Gainsborough’s London landscapes. 

In 1781 Gainsborough experimented with sea pieces (one is in the Duke of West- 
minster’s collection) and he followed this in 1783 with 'The mouth of the Thames’ at 
Melbourne, a picture which strangely anticipates Wilson Steer. But these pictures were not 
in the main current of Gainsborough’s style and the next change of a decisive character 
occurred the year of a visit to the Lake District in 1783. This may well have been a 
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matter in this for half a dozen of his normal litde Suffolk landscapes. But it serves perhaps 
better than any other picture to epitomize his first landscape style, and it shows very clearly 
the subordinate part which the irect representation of nature played even in his earliest 
landscapes. 

Not long after this, probably not later than 1749, Gainsborough painted one of the 
first, and certainly the loveliest, of his portrait groups, ‘Mr and Mrs Andrews’ (Plate 1 50). 
In this, for the first time, the old tradition of the ‘conversation piece’ becomes transmuted 
in the hands of an artist for whom the portrait and the landscape are both of equal interest. 
There is a dewy freshness about this picture, a fnendly naturalness of vision of an artist as 
yet untainted by any preoccupation with fashionable taste, which makes it one of the 
eccentric masterpieces of English painting. In a sense it is at once the promise and fulfil- 
ment of all that Gainsborough might have been. For another fifteen years Gainsborough 
tried fitfully, in a series of experiments in compromise, to paint the English country 
gentleman at ease in the native English landscape, but it found no favour with his clients 
and he had at last to fall back on the kind of landscape setting as artificial as the Victorian 
photographer’s backdrop. 

It may well be that we must credit (or blame) Gainsborough himself for first experi- 
menting with the artificial backdrop. The ‘Heneage Lloyd and his Sister’ at Cambridge 
can be only very little later than ‘Mr and Mrs Andrews’, and yet much of the fireshness and 
lack of sophistication of the earlier picture has evaporated. Even in the matter of the 
l^hting there is no common bond between the figures and the landscape, and the sugges- 
tion that the whim was Gainsborough’s own and not his patron’s becomes probable when 
we find him exploiting the two modes in portraits of the same family. The ‘Unknown 
Lady and Gentleman’ at Dulwich, resting by a stile in a lovely and natural Suffolk land- 
scape, are companions to the ‘Unknown Girl’ in the Cook collection at Richmond,® who 
sits against the pompous backdrop of an Italianate villa. By the middle 1750s he had 
probably given up altogether portraiture on this neat and exquisite scale and turned to the 
more lucrative practice of portraits on the scale of life. 

It is generally believed that Gainsborough settled at Ipswich about 1752, and the date 
is probably correct to within a year: but it may well be that he was not so much a stranger 
to London at this time as is usually inferred. The next certainly dated landscapes are the 
two of 1755 at Woburn,® which enable us to place in the early 1750s the group of land- 
scapes wdth Suffolk scenes with a prevailing hot red-brown tone in the foreground, pinky- 
grey skies, and an abundance of swinging curves, which are the nearest an English painter 
ever got to the rococo style. The Wobium pictures, which were painted as overmantels, 
and thus to be considered as ‘furniture pieces’ rather than as serious landscapes, show an 
altogether different intention from the earlier ‘litde Dutch landscapes’. It is probable that 
the inspiration behind thdr new style is French, and that one of the main channels of that 
style was Gainsborough’s remembrance of his time working for Gravelot. One of them 
is a rustic idyll: a milkmaid is resting her pails under a tree and is coyly halfi-refusing to give 
a bowl of milk to a boy who has been chopping wood (Plate 147B). The figures are a 
lovely echo in paint of Gravelot’s engravings, and the cow is richly and thickly executed 
in a manner (unparalleled elsewhere in Gainsborough) whidh almost suggests that he had 
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seen a Fragonard. In the other Woburn picture there is a group of figures loading a hay- 
cart in the background as naturally observed and as musical in rhythm as a passage firom 
Watteau, and already heralding the spirit of his best landscapes of the Bath period. 

But commissions for such works were rare and his living was mainly made from por- 
traiture on the scale of Ufe during his Ipswich years. We can discern how relatively ill at 
ease he still was in this genre by comparing the commissioned portraits with a number of 
portraits of himself and of his own family which he painted for pleasure during these 
years. Secure dates are very scarce. The formal and gauche ‘Admiral Vernon’ (National 
Portrait Gallery) can be dated about 1754: in 1756 he dated a portrait of one of the 
officers of the First Dragoon Guards,’ who seem to have been stationed near Ipswich, 
for there is a companion portrait of a fellow officer, ‘Hon. Charles Hamilton’, 
(Tyninghame) . This is beautifully drawn in the face, but the costume is stiU relatively hard 
and awkward. Gainsborough has set his head and shoulders in a feigned oval, which is 
based in design on the heavy fruited stone ovals of Mary Beale, but he has treated it with 
such fluency of paint and lightness of feeling that it gives the effect of a rococo setting. 
Here again we can discern the spirit of Gravelot and are reminded of the report that 
Gainsborough helped in engraving the decorations for the series of Houbraken’s Heads. 
As an example of the latest and matiurest phase of Gainsborough’s Ipswich portraiture we 
can take the ‘WiUiam WoUaston’ (Christchurch Mansion, Ipswich; Plate 153), who can 
probably be dated about 1759 since the sitter was m.p. for Ipswich. His fondness for music 
obviously made him a sympathetic sitter and the result, though it shows, almost for the 
first time, Gainsborough’s mature style as a fiishionable portrait artist, has an informality 
that few Members of Parliament would have appreciated. 

But his potential capacity as a portraitist only comes out in these years when there is no 
question of pleasing a patron. The lovely unfin ished bust of himself belonging to the 
Marchioness of Cholmonddey is dated by good tradition about 1754, and the likeness in 
handling to the Woburn milkmaid gives a date of about 1755/ 6 for the picture of ‘Gains- 
borough’s Daughters chasing a Butterfly’ (National Gallery; Plate 149). This is one of the 
most enchanting, most original, most native, and most natural things in EngHsh painting. 
It is unfinished, as all Gainsborough’s private masterpieces tended to be - like the picture 
of the same two girls with a cat, of about two years later, also in the National Gallery; 
and perhaps we must put it into the same class as Hogarth’s ‘Servants’, of pictures outside 
the direct line of their artist’s development, which show what they might have been had 
they not been for ever involved in the economic system of their times. It is only in lyrical 
outbursts like these that we see Gainsborough’s full gifts, which makes him so difficult to 
judge against Reynolds whose full powers were displayed in the business of exploiting a 
splendid sitter. 

Gainsborough disposed of his house and furniture at Ipswich in October 1759 ^d 
moved to Bath, where he was established until he finally settled in London in the summer 
of 1774. Even during these years he paid periodical visits to London, but his main 
clientele was drawn from the ffishionable visiton to Bath. It is dear that he was an instant 
success - he had, on his going, no one better than William Hoare to compete with, and the 
number of his portraits which date from about 1760 to 1764 is perhaps greater than the 
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number for any other period. It includes also more thoroughly dull portraits than any 
other period, and it is perhaps worth noting that Reynolds in London was also busiest 
during just these years and also produced more pedestrian work than at any other time. 

In the large world of fashion Gainsborough was very Uttle known when he settled in 
Bath. By 1768, when the Royal Academy was formed in London, he was without hesita- 
tion asked to become a foundation member and he was the only portraitist so honoured 
who was not established in the metropolis. His first nine years at Bath were thus the 
period during which he gained this eminent position and the really formative years for 
his mature style. 

He set about to remodel himself on the example of Van Dyck, whose work he had had 
htde chance to see before he moved to Bath. For he reaUzed that the Enghsh aristocratic 
idea of elegance was modelled on notions imbibed from portraits by Van Dyck. That he 
visited Wilton we know, and he made a small copy firom memory (aided by the engrav- 
ing) from Van Dyck’s great family piece. Others of his large direct copies, such as the 
‘Lords John and Bernard Stuart’ (St Louis, Mo.), are imitations of rarely exampled 
sympathy. The newly formed Society of Artists in London opened its first exhibition in 
London in 1760, but Gainsborough, who perhaps had nothing ready as yet of sufficiently 
ambitious scope, sent no picture to it until the exhibition of 1761. We can follow his 
exhibits yearly firom then on until the first show of the Royal Academy in 1769, when he 
transferred his allegiance to the new institution. The portraits that he sent were almost 
all his finest full-lengths and most can be identified to-day, and when we survey this series 
we cannot be surprised that through them and timely appearances in London, perhaps at 
least once a year, his reputation had spread by 1768 so that he was as well known there as 
in Bath. 

Yet he did not adapt his natural leaning towards a certain easy informality into the more 
solemn style, which the patrons of the age demanded, altogether easily. His first Bath 
portraits of men are the direct continuation of the late Ipswich style of the ‘William Wol- 
laston’. The ‘Earl Nugent’ (Corporation of Bristol) can be dated securely to 1760 and it is 
so nearly identical with the ‘Sir William St Quinton’ (Plate 152) at Scampston Hall, that 
thelatter also must date firom 1760. In this Gainsborough had the advantage of a sitter with 
whom he was on terms of considerable fiiendship and his sympathetic power of presenting 
character is at its best. The picture is in the tradition of Hogarth rather than of Reynolds, 
and the lesson of Van Dyck appears only in the curtain in the background. The over- 
whelming impact of Van Dyck appears, however, in the first of his ambitious female full- 
lengths, which we know to have been begun the same year (its execution dragged on for 
some years), the ‘Miss Ford’ (soon to become ‘Mrs Thicknesse’) now at Cincinnati (Plate 
139). This was seen at Gainsborough’s house by Mrs Delany, on 23 October 1760, and 
her comment on it in her letter to Mrs D’Ewes reveals the kind of feeling which Gains- 
borough had to contend with in his patrons: ‘a most extraordinary figure,’ — she calls it - 
‘handsome and bold; but I should be very sorry to have anyone I loved set forth in such a 
manner.’ It was from people whom his patrons loved that Gainsborough hoped to earn his 
living by painting. He had to tame his perceptiveness and not make his ladies look ‘bold’. 
In the same way his gentlemen’s portraits at first must have looked to his sitters altogether 
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tx)o easy and rural, too informal. The ‘William Poyntz’, with his dog and gun at Althorp, 
resting against a tree trunk, was sent to the Society of Artists in 1762, and in 1763 he sent 
‘Mr Medlycott’ (Watlington collection, Bermuda), who is sitting at ease on a rustic stile. 
We are perhaps right in seeing in these a gallant attempt at popularizing a more or less 
informal type of full-length, in which Gainsborough would not have to contend with 
Reynolds on his owm field. But commissions of this sort did not follow and Gainsborough 
settled down to a more solemn manner. 

How well he succeeded can be seen from the ‘Mrs William Henry Portman’ (lent by 
Viscount Portman to the Tate Gallery; Plate 156), which can be dated about 1767/8 firom 
its close similarity of style wdth the securely datable ‘Duchess of Montagu’ at Bowhill. If 
we compare it with Reynolds’s ‘Lady Sarah Bunbury’ (Plate 131), its contemporary 
within a year or two, we can discern very clearly the difference between these two pre- 
eminent masters of their time - although one should add in fairness that the Reynolds is 
not one of his happiest creations. In Gainsborough’s picture the uniform beauty of the 
painting in face, hands and arms, dress, and even in the fragment of a Gainsborough land- 
scape m the room behind, is what most strikes one. It is lovely painting throughout, in 
harmony with the tender interpretation of the character of the lady, who was a wridow of 
sixty. It is essentially modest in spirit and makes no claims which it cannot substantiate. 
The Reynolds is essentially immodest: it goes all out for an impression of grandeur and 
skimps the details. At this moment of his career Gainsborough reached the finest balance 
of observed truth and imagination. 

This golden period lasted for a few years only, from just before the foundmg of the 
Royal Academy in 1768 until a htde after Gainsborough migrated from Bath to London. 
His most remarkable exhibit at the first Academy exhibition in 1769 was the ‘Isabella, 
Lady Molyneux’, later Countess of Sefton, stiU m Lord Sefron’s possession. It partakes of 
the same character as the ‘Mrs Portman’, and the figure, for all its hghtness of pai n ti n g in 
reflected silk, is solidly planted in the space and stands firmly upon her feet. When Gains- 
borough setded in London in 1 774 he was at the height of his powers and he seems to have 
experienced no diflSculty in finding a sufficient stream of sitters to keep him busy and 
bring in a substantial income. In fact he did not even exhibit at the Academy for the years 
1773 to 1775. By 1780 he had gained the patronage of the Court (who were tempera- 
mentally averse to Reynolds) and he sent to the Academy in 1781 the full-lengths, now at 
Windsor, of ‘George HI’ and ‘Queen Charlotte’, of which the latter is one of his most 
splendid pieces of painting. It is also among the latest of his really soHd portraits. 

For the portraits of Gainsborough’s later London years, although they include what 
are some ofhis most fiimous and most expensive masterpieces, are strange, airy stuff. After 
a quarrel with the Academy in 1784 he never exhibited there again but hdld private ex- 
hibitions in his own house, where he could control the hanging and (he Hghting so that 
he had no need to give his pictures that weight and body which a portrait that must 
stand up to the rigours of an Academy exhibition requires. His genius became more and 
more feminine and frndful, and the really memorable portraits of men of his London 
years are surprisingly few. The solid British male, in whose portraiture Reynolds excelled, 
was outside Gainsborough’s sympathy. His best male portraits of these years are of a few 
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dandies in the Prince of Wales’s world; of foreign musicians, such as his friend Abel and 
his son-in-law, Fischer; and of young men in the flower of their almost feminine youth, 
such as the two ‘Swinburne’ portraits at Detroit, of 1785; or the ‘Samuel Whitbread’ of 
1788 at Southill. The portrait of ‘Johann Christian Fischer’ (Plate 15 8), the hautboy-player 
(Royal Academy, 1780) at Buckingham Palace, is perhaps the finest of these as a work of 
art. Yet its virtues, the very emphasis on the sitter’s sensibility, would put it beyond the 
pale as a portrait of an Enghsh gentleman of middle age (for Fischer was forty-seven when 
it was painted). The truth is that Gainsborough, in his latest years, was only supremely 
fitted to paint the portraits of lovely creatures who were all heart and sensibihty. The 
finest of them are ‘Mrs John Douglas’ 1784 at Waddesdon (Plate 159); ‘The Morning 
Walk’ 1785 (lent by Lord Rothschild to Birmingham; Plate 157) - an incomparable 
picture of young love; ‘Mrs Sheridan’ 1785/6 at Washington; and ‘Lady Bate-Dudley’ 
1787 (Baroness Burton). These are celestial beings, devoid of the grosser quaHties of 
human personality, almost the loveliest garden-statues come to life. They belong to a 
world as artificial and as tenderly melancholy as the creations of Watteau, but they are 
life-size. They hardly belong to rihe history of portraiture so much as to the world of the 
‘6ncy pictures’ which Gainsborough was painting in his last few years. 

These fancy pictures (the name was given to them by Reynolds) may be said to have 
developed naturally out of the landscapes that Gainsborough was painting, at first more 
for his own pleasure than for profit, from the time he settled in Bath. Very few such 
landscapes seem to have found buyers before he moved to London, and there is no firmly 
estabhshed chronological series (as there is with his portraits) by which we can trace his 
development as a landscape painter. We may presume that a picture such as ‘Carthorses 
drinking at a Ford’ (Tate 3 10) dates from about 1762, since the trees and foUage recall the 
background to ‘Mr Poyntz’ : and a ‘Milkmaid and Farmer’s Boy’ at Scampston has an old 
date of 1766 on its labd and was probably exhibited at the Society of Artists that year. 
Both of these pictures are concerned with the same pictorial matter as the Woburn land- 
scapes of 1755. It is a countryside in which the details are drawn from nature, inhabited by 
ideal small figures of persons of the peasant class whose life is unclouded by the existence 
of the world of towns or fashions - a sort o£ faubourg of Arcadia. As Gainsborough’s 
imagination matured, he got nearer to Arcadia itself. The landscape broadens, the horizons 
become vaster, beyond ranges of pearly hills, and the peasant inhabitants become more 
closely summarized and more ideally lovely. But they remain figures seen at a distance 
and do not take on the stature of life-size creatures. The great masterpieces of Gains- 
borough’s early mature landscape style, from the last years of his Bath period, are ‘The 
Harvest Wagon’ (Barber Institute, Birmingham; Plate 154), which traditionally dates 
about 1771, and ‘Going to Market: Early Morning’ (Holloway College, Egham), which 
was seen by Mrs Lybbe Powys at Stourhead in 1776. 

‘The Harvest Wagon’ can claim to be one of the supreme masterpieces of British paint- 
ii^. It has a musical rhythm, kept exquisitely under control, both in the line and in the 
play ofl^ht and shade, and the single figures, both of people and horses, combine a genial 
naturalness with a perfection of grace which makes the most studied arrangement seem 
natural. The girls, probably taken from the painter’s own daughters, are lovely creatures. 
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fit inliabitaiits of a pastoral Arcadia. They are almost portraits, yet the distance fi:om 
which they are seen gives them a certain generalized air which suggests that we are not 
peering too closely at an ideal world. Later, in his fancy pictures, Gainsborough was to 
try and take its actual portraiture. In terms of style the picture is almost Watteau re- 
created in an English landscape with ideal rustic humanity substituted for the fine ladies 
and fine gentlemen. If we compare it with the picture of ‘The Mall, St James's Park’ (Frick 
Gallery, New York), which Gainsborough painted about 1783 as w^t one might call a 
‘society’ equivalent, as a deliberate English W atteau, we can see how much was lost in the 
later transcription. Unpleasant as it still is for some of us to introduce the shade of Marx 
into the history of art, it may contribute to the understanding of Gainsborough to makp 
plain that, imlike Reynolds, whose finest achievements owe a good deal to his sense of 
social values, Gainsborough’s supreme quaUty lay in his awareness that the beauty of the 
English scene lay in the lyrical exploitation of the world which lay outside the canons of 
social distinctions. 

After settling in London Gainsborough certainly found himself more remote from the 
kind of nature which he took pleasure in studying direcdy. He seems to have fallen back 
on the great number of landscape studies which he had made and, with these and the little 
compositional models he made of pebbles, weeds, etc., to have become more and more 
artificial in the construction of his landscapes. From the earlier London years, up to about 
1780, he was perhaps preoccupied especially with the theme of ‘The Cottage Door’ (a 
townsman’s nostalgic view of the country), of which the finest horizontal design is at 
Cincinnati and the finest upright design (possibly Royal Academy, 1780) in the Hunting- 
ton Foundation in California. There is a more artificial quality about these than in ‘The 
Harvest Wagon’. Trees ‘crowd into a shade’ more knowingly; and, in the Huntington 
picture, the young mother has such an air of Mrs Sheridan in disguise that one can under- 
stand the absurd tide long given to an unfinished study in the National collection as ‘Mrs 
Graham as a Housemaid’. The difference between Gainsborough and his sHghdy earlier 
French parallels is that, whereas the French pictures were quite clearly, say, ‘Mile Clairon 
en berg^e’, in Gainsborough’s there remains a certain ambiguity, and the protagonist 
seems rather to be a peasant woman who recalls Mrs Sheridan. There is even early evidence 
diat Arcadia was giving way to Bohemia (the native country of Gainsborough’s musician 
fiiend, C. F. Abel), and Bohemia has more of a smack of the stage about it than Arcadia. 
In Mrs Piozzi’s old age, in 1807,* she writes about a landscape in her possession: ‘The 
subject catde driven down to drink, & the first cow expresses something of surprize as if 
an otter lurked under the bank. It is a naked looking landscape - done to divert Abel the 
Musician by representing his Country Bohemia in no favourable light. . . .’ One should 
beware of trusting too much to Mrs Piozzi’s fancies, but her description puts us on the 
look-out for the ciuious overtones which He in Gainsborough’s London landscapes. 

In 1781 Gainsborough experimented with sea pieces (one is in the Duke of West- 
minster’s collection) and he followed this in 1783 with ‘The mouth of the Thames’ at 
Melbourne, a picture which strangely anticipates Wilson Steer. But these pictures were not 
in the main current of Gainsborough’s style and the next change of a decisive character 
occurred the year of a visit to the Lake District in 1783. This may well have been a 
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achieved in English painting, and the feeling for tone is worthy of Chardin. Why Walton 
gave up this kind of painting is obscure, for there was certainly in England at this time a 
small group of patrons with a taste for this kind of picture. William Lock of Norbury, 
receiving as a gift ftom his son two recent engravings after Greuze in 1789, writes ‘I wish 
we had more painters of Domestic Subjects’.^ 

It is probable that the historian would be correct in considering John Hamilton Mor- 
timer (i74i?-79) more important than Wright or any other as the pioneer of romantic 
literary subjects, but at present we must take his work of this kind on trust, or guess at it 
from the considerable number of engravings which exist after his studies of Shakespearean 
heads and single figures. One of his works is known to have impressed and influenced 
Blake, and the kind of subject in which he latterly dehghted paved the way for Fuseh. A 
pupil of Hudson at the same time as Wright (probably 1756/ 7), he later worked for a short 
time with Pine, but was practising on his own as a portrait painter m the early 1760s. In 
1763 and 1764 he won premiums for straight history pictures from the Society for the 
Encouragement of the Arts, but he made his Uving in the later 1760s mainly by conversa- 
tion pieces and small single figures in the style of Zofiany and in occasional theatre pieces 
(also in the style of Zoffany), such as the ‘Scene from King John 1768 at the Garrick Club. 
Only in 1770 did he first find his natural bent, which Edwards describes as ‘representations 
of Banditti, or those transactions recorded in history, wherein the exertions of soldiers are 
principally employed, as also incantations, the froHcs of monsters, and all those kind of 
scenes, that personify “Hornble Imaginings” Edwards’s words are supported by the 
titles of Mortimer’s pictures exhibited at the Society of Arts, and, in 1778 and 1779, at the 
Royal Academy - but hardly any of them can be traced to-day. They read like an anticipa- 
tion of much of the subject-matter of Fuseh; and Mortimer too, in 1778, was one of the 
first to take a subject from Spenser, who became a favourite source for romantic history 
pictures. These themes read oddly as the work of a painter who was severely criticized by 
his biographers as preferring to excel at cricket rather than take his art seriously! But he 
was redeemed from the downward path by a virtuous marriage, about 1775, and exhibited 
the same year four companion pictures of ‘The Progress of Virtue’ (No. m; Plate 177), 
which have lately been acquired by the Tate Gallery. In the most Hvely of these his experi- 
ence of vice stood him m good stead: the youthful hero is seen abandoning, at a rather late 
stage in the repast, a miUtary dinner at which females are present, and removing a wreath 
of vine-leaves from his hair. No other British painting corresponds so precisely to the 
dubious sincerity of Greuze in his paintings of moral subjects. Wright and Walton re- 
present in England the paintmg of ‘moral subjects’ (in Diderot’s sense) of a neutral or 
domestic caste, while Mortimer represents the seamier side. His Banditti pictures no doubt 
owed something to Salvator Rosa, and it is characteristic of his temperament that he was 
latterly painting scenes from Don Quixote. As a portraitist, though he disliked the 
genre, he also deserves consideration, for his group of the ‘Drake family’''- (Royal 
Academy, 1778) at Shaxdeloes is the best conversation piece of its period in the Zoffany 
tradition, and distinctly superior to Zoffany’s o-wn work of this date. No doubt the 
pictures will gradually reappear which will enable a just estimate of Mortimer to be 
arrived at; even from the information available there can be little doubt of his historical 


190 



THOMAS GAINSBOROUGH 


Gainsborough Dupont {c. 1754-97) 

Gainsborough was too individual a stylist to have founded a school even to the limited 
extent to which Reynolds did: but his nephew, Gainsborough Dupont, who perhaps 
played a larger part in his studio than has been generally admitted, carried on the tradition 
without his uncle’s genius. He engraved his imcle’s ‘fancy- pieces’, and the small-scale 
‘engraver’s copies’ which exist of some of them (and usually pass as original Gains- 
boroughs) are probably by him. He completed the series of portraits of members of 
Whitbread’s brewery (now at SouthiU), which Gainsborough had begun, and one would 
be hard put to it, without his signature, to say that some of them are not by Gainsborough. 
He did not exhibit independently at the Royal Academy until 1790, and a tinge of the age 
of Lawrence begins to creep into his theatrical portraits about 1794. 

Traces of Gainsborough’s style are also sometimes visible in Thomas Hickey (1741- 
1824), an Irish portraitist, who worked at Bath and London between 1771 and 1778, but 
die bulk of whose rather inferior work was done in India after 1784. 


NOTES TO CHAPTER 1 8 

1. Lavink, Countess Spencer, to her husband, 24 May 1787 (Althorp MSS.). 

2. Letter to Lord Hardwicke of 21 July 1763 (Whidey, 41). 

3. A preliminary check list of Gainsborougjx’s portraits will appear in 
Walpok Society, xxxiii. 

4. See "Whidey, 298-9. 

5. Both pictures have identical Christie stencils on the back, but the sitters 
still elude identification. 

6. Gladys Scott Thomson in Burl. Mag., xca (July 1950), 201 f. 

7. Last in Anon, sale, 13 Mar. 1936, lot 52. It was at one time in Sir Cuthbert 
Quilter’s collection and wrongly cdled a portrait of ‘Phdip Thicknesse’. 

8. Thraliana, ed. K. C. Balderston (194a), n, 1082 n. The picture may be the 
one now at Bowood, but the identification is fiir firom certain. 

9. See my article (with a full catalogue of the ‘fancy pictures’) in Burl. Mag., 
ixxxvin (June 1946), 134 ff. 

10. W. Roberts, Sir William Beechey, 22. 



CHAPTER 19 


OTHER FOUNDATION MEMBERS OF THE 
ROYAL ACADEMY 


Whatever mayhavehappened atlatertimes - and a spiritof secession 60m the Academy 
showed itself very early with Gainsborough and Wright of Derby - pretty well all the 
London painters of real distinction, who had made their name, were appointed founda- 
tion members of the new institution. The exceptions were Ramsay, who had more or less 
given up private practice and, as King’s painter, may have thought himself outside and 
above the Academy; Romney (who, almost alone, never showed at the Academy) whose 
reputation hardly begins before 1769; and the specialists in certain picture genres, which 
ranked low in the hierarchy of the day, such as sporting painters. We can consider them in 
three groups: the portraitists, the decorators, and the history painters. 

The Portraitists: Cotes, Hone, Dance, and Mason Chamberlin 

Francis Cotes (1726-70) was the most important feshioiuble painter of portraits in the 
1760s apart from Gainsborough and Reynolds. In the last six years of his Hfe his business 
was perhaps as great as theirs and only his early dearth has caused his name to sink into 
relative oblivion. The place that he would have taken, both in the eyes of fashion and of 
the historian, was taken by Romney, and it is hardly an accident that Romney did in fret 
succeed to his handsome studio and residence in Cavendish Square. 

Few painters are more easy to recognize than Cotes. He went all out for health and 
youth and fine clothes, a strong likeness and no nonsense. His complexions are usually of 
milk and roses, his men bear no burden of intellect and his ladies are neither bold nor 
pensive; his draperies (which were often executed by Peter Toms) look as if they had 
come out of a bandbox and are subjected to no dehcate nuances of light and shade. He has 
a personal, sometimes almost gaudy, palette which owes a good deal to his early traming 
as a painter in crayons. 

He studied crayons under Knapton during the years the latter was painting his portraits 
for the Dilettanti Society, and he achieved considerable mastery at drawing the fiice in 
that medium pretty young. There is a pastel of a man in the Leicester Art Gallery, dated 
1747* which is as good as anything he did for a number of years. His earliest oil that I have 
seen dates from 1753 and is only a much more timid transcription into oil of his crayon 
manner. Up to about 1753 he leans neither very strongly to the old conservative style of 
portraiture nor to the new, but he made up his mind in the middle 1750s, threw over the 
patterns of Knapton and, presumably under the infiuence of Reynolds’s success, came 
.out as aleading exponentin the new lively style. The pastel of ‘Sir Ridbard Hoare’ (i62a) 
at Stourhead, of 1757, shows him completely at ease in the new manner. It is even a Etde 
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more vivacious than most Reynolds’s of this date and considerably in advance of Gains- 
borough’s contemporary commissioned portraits. One may have to give Cotes some of 
the credit for being a leader in the new style, but his spirit in general was not that of the 
innovator. 

Up to the end of the 1750s pastels predominate very strongly in his work and he never 
altogether gave up their practice, but, when he settled in Cavendish Square in 1763, his 
main output was in oils, and his prices, twenty, forty, and eighty guineas, were between 
those of Reynolds and Gainsborough. He was in full fashionable practice by 1764 and, in 
1767, he did full-lengths of the Queen, of a pair of the Princesses, and, among others, of 
the Duchess of Hamilton and Argyll (Inveraray). This last, in which the stuiflower is 
wilting before the bright radiance of the sitter’s beauty, is Cotes’s soHtary flight into fency. 
A wholly typical work is the ‘Unknown lady’ (Plate 1623) of 1768 (once called ‘Kitty 
Fisher’) in the National Gallery. The carefully instantaneous pose - as in the work of 
fashionable photographers of a later age - the suspicion of a large baroque pot, the 
luxuriance of accessory foliage and draperies, and the sharp accent of vivacity explain 
Cotes’s popularity - and also why we need linger very Httle over his work. He is not 
known to have attempted anything beyond straightforward portraits. 

Nathaniel Hone {1718-84) 

Hone, an Irishman, was the oldest of the generation who survived in good practice as a 
portrait painter into the 1780s. He seems to have started as a miniature painter, especially 
on enamel, and the high poHsh of that medium never altogether deserted him, though he 
gave it up in the 1760s, He must have learned his art under a painter of the generation of 
Dahl or Richardson, for a portrait of 1741, in the days when he is said to have practised as 
an itinerant painter, looks like a Richardson with a polished surface.* But it already has 
Hone’s main characteristics, a certain look of smugness and a bright gleam in the eye. In 
York in 1742 he married a lady with an allowance as the natural daughter of a Duke (as 
Gainsborough did later). This enabled him to settle in London, study in Italy from 1750 
to 1752, and gradually give up miniature painting for the more lucrative trade of oils on 
the scale of Hfe. Very few of these have been traced before about 1763, by which date his 
style was settled and remains unchanged up to his death. The ‘Kitty Fisher’ (Plate 163 a) of 
1765 in the National Portrait Gallery is a typical specimen, more attractive than the 
average. It has his invariable bright gleam in the eye and a selfconsdous look of posing 
for the painter. Hone was a vain man and his numerous ‘Seli^ortraits’ (National Portrait 
Gallery; Royal Academy Diploma Gallery; Dublin; Manchester, etc.) show his limited 
range at its i^est. He painted a few fency subjects, with his children as models, of which 
‘ThePipir^ Boy’ (Royal Academy, 1769) in the Dublin Gallery is a pretty example and an 
early attempt at the genre. But although he showed several such at the Academy, they 
were all in his possession in 1775, when he held a private exhibition as.the result of a 
disagreement with that body over a picture called ‘The Conjurer’.* This was a very 
interesting skit on the President’s practice of cribbing from the Old Masters and shows 
considerable powers of satirical invention. It is also interesting as marking the moment of 
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a change of taste, for it is one of the first criticisms of the habit of exploiting the traditional 
arrangements of the classical masters, and foreshadows the new ideology of the romantic 
age, and the revaluation of ‘originality’. But Hone himself had little new in his genius. 

Nathaniel Dance {1733-1811) 

One of the youngest of the foundation Academicians, Dance never became more than a 
man of promise, for he retired from professional practice in 1776, on inheriting a fortune. 
In 1783 he married an enormously wealthy widow and he resigned altogether from the 
Academy in 1790, when he became a Member of ParHament. His career was crowned in 
1800 when he was created a Baronet as Sir Nathaniel Dance-Holland. Even so, he cuts a 
moderately substantial figure as an artist. 

He was a pupil of Hayman (1753-5) -just when Hayman was at his best in small-scale 
‘conversations’ that recall Gainsborough - and Dance is said to have encountered Gains- 
borough during these years. But his style was mainly formed in Rome, where he spent 
the ten years 1755 to 1764., in company with his brother George, the architect, and where 
he nursed a hopeless infatuation for AngeHca Kauffmann. The cliief influence on him in 
Rome was Batoni who gave a certain ‘tone’ to the informal conversation style he had 
acquired from Hayman, and his most pleasing pictures are certain groups of young travel- 
ling Englishmen, which can quite simply be defined as Hayman made elegant in the spirit 
of Batoni. Perhaps the best is ‘Hugh, Duke of Northumberland, and his Tutor Mr Lip- 
pyatt’ (Syon House; Plate 164A), signed and dated 1763 and exhibited at the Society of 
Artists in 1764. It is obviously the work of a ‘gentleman’ (which some of Hayman’s 
groups were not) and it includes the CoHseum and a handsome classical vase for full 
measure. With the connexions he had made in Rome, Dance had no difficulty in establish- 
ing himself as a successful portrait painter on his return to London - at prices the half of 
Reynolds’s. His style is difficult to define, yet easy to recognize. Uncharitable contem- 
poraries called his ‘George HI’ ‘a bit of wood’, and there is an unfiishionable, but not 
altogether disagreeable, stiffiiess about his Hfe-size figures. The ‘Pratt Children’ 1767 
(Bayham Abbey; Plate 163B) shows him at his best, and with a dark backgroimd. Whenhe • 
introduced landscape he could never keep figure and landscape in tone. During his short 
public career he tried his hand also at more heroic themes. The ‘Garrick as Richard in’ 
(Royal Academy, 1771), now belonging to the Corporation of Stratford-on-Avon, is 
the best, and owes something to the model. When he worked entirely out of his head, as 
in the ‘Death of Mark Antony’ (Royal Academy, 1776) at Euiole, he is a less interesting 
exponent of the matmer of Gavin Hamilton. 

Mason Chamberlin (d. 1787), who perhaps drew his normal patronage firom the 
merchant classes, is the most puzzling of all these portrait painters. Enough of his work 
survives to make it dear that he has no normal style, but echoes something of his more 
distinguished contemporaries "without ever descending to imitation. His three works 
publidy accessible in London - ‘George, Earl of Crawford and his two Sons’ (Royal 
Academy, 1775) formerly at Hutchison House; ‘A Naval Officer and his Son’ 
(Royal Academy 1776) at Greenwich; and ‘Dr Himter’, c. 1781, in the offices of the Royal 
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Academy - all rouse the interest as out of the ordinary, but Chamberlin awaits further 
study. Of other portraitists who were foundation Academicians, West and Peimy are 
both more profitably considered as painters of history. 

The Decorators: Cipriani and Angelica Kauffmann 

The pretty stipple engravings of Bartolozzi and others after their designs have made the 
r^ampis of Cipriani and Angelica Kauffman well known beyond their deserts. Both of 
t h^tn assiduously exhibited pictures of historical subjects at the Academy, and one must 
bear in mind Edwards’s reihark about Hayman, that ‘he was unquestionably the best 
historical painter in the kingdom, before the arrival of Cipriani’. Yet I cannot claim ever 
to have seen a single one of Cipriani’s easel pictures. 

Giovanni Battista Cipriani (1727-85), a Florentine, came to England in 1755, and 
Angelica Ka uffm ann (1741-1 807), a Tyrolese with an Italian training and a gay and charm- 
ing personality, arrived in 1766. Both were steeped in the tricks of classical composition 
and were rich in those accomplishments which our native artists lacked. They could 
arrange any subject you liked to name, but neither had any feeling whatever for the 
human drama which renders interesting the narratives of Homer, Shakespeare, or Klop- 
stock. Every subject, no matter what its size, was reduced to the spirit of a decorative 
vignette, and they caimot be numbered among the painters of history. 

Angelica only remained in England until 1781, when she married an Italian painter, 
Antonio Zucchi, who had been one of the chief decorative artists employed by the 
brothers Adam. They settled in Rome, and Angelica later became one of the Goethe 
circle, and succeeded to some extent to the practice of Batoni as the painter of portraits 
of travelling Englishmen. During her English years she painted a fewrather vapid portraits 
but was at her best in single decorative figures such as the four ovals at Burlington House, 
of ‘Painting’, ‘Design’, ‘Genius’, and ‘Composition’ (Plate i6ia), which were originally 
executed for the ceiling of the Lecture Room at Somerset House. The figure of ‘Composi- 
tion’, with her dividers and a chess board, symbolizes neatly enough her contribution to 
the arts in England. If literature had been her metier, these attributes would fittingly have 
been replaced by scissors and paste. 

Portraitists who were not Academicians: Pine and Kettle 

Two portrait painters, each with rather pronounced mannerisms, who did not make the 
grade as Academicians, although the quality of their best work deserved that honour, 
may be best mentioned here. Robert Edge Pine (c. 1730-88)3 won premiums at the Society 
of Arts for history painting in 1760 and 1763, but his main work was in portraiture and he 
was one of the first to paint actor portraits in character parts. His masterpiece is an 
extremely sinister full-length of ‘George H’ (1762: at Audley End), which was not painted 
from life. He was also a Mend of Garrick, of whom he painted numerous portraits. His 
style is nearer to Hone than to other contemporaries and he can often be recognized by a 
fondness for a three-quarter view of the head in which the far top-comer of the cranium 
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«»ffTns to have been sliced oflf. He worked at Bath about 1772 to 1779, and his most 
ambitious group, the ‘Family of the ist Lord Bradford’ (W eston Park), dates from these 
years. In 1784 he emigrated to Philadelphia, taking with him a number of subject pictures 
from Shakespeare, and he died in 1788 after four years’ considerable practice as a por- 
traitist m America. 

TiUy Kettle (1735-86) was a rather better painter than Pine. He studied in the St 
Martin’s Lane Academy and improved himselfby copying Reynolds’s portrait of ‘Marchi’ 
with variations. Certainly his first work, in the early 1760s, is wholly dependent on 
Reynolds, and of rather good qualities. In the middle 1760s he was touring the Midlands 
and then settled in London, where he leaned somewhat to the style of Cotes. His master- 
piece is ‘An Admiral in his Cabin issuing Orders’ 1768 at ffighnam Court. This excellent 
and original composition should have won him a place in the Academy, but he was dis- 
appointed, and this may have led him to go to India in 1769, the first painter of any con- 
sequence to make that journey. In India he prospered exceedingly from 1769 to 1776, 
doing numerous portraits of the Native Princes and Nabobs. But success did not attend his 
return to London, although such portraits as ‘Admiral Kempenfeldt’ 1783 at Greenwich 
are fuUy up to the level of Dance and Hone. After a short visit to Dublin he died in the 
Syrian Desert on his way to India to recoup his fortunes. Kettle’s portraits can be readily 
recognized by his tendency to render the human skull as of the shape of a football, but 
he has a pleasant and decorative key of colour and ranks fiiirly high among the lesser 
portraitists of the time. 


NOTES TO CHAPTER I9 


1. A portrait of ‘George Gosding’ in Lady Roundway sale, Sotheby’s, 2 Oct. 
1946, lot 122. 

2. Now belonging to J. Maber in Ireland. First published, with a full com- 
mentary, by A. N. L. Munby in The Connoisseur, Dec. 1947, 82 ff. 

3. I take the dates from the fullest published source. The Dictionary of Ameri- 
can Biography. Another ‘R. Pine’, called by Vertue ‘young Pine’, was signing 
amateurish crayon portraits as early as 1742. Most sources confuse two painters 
or give Robert Edge Pine’s dates as 1742-90. 
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THE PAINTERS OF HISTORY 

The subject of ‘history’ painting in Britain has been sadly bedevilled. The idea and the 
practice were by no means the same, but the idea took an intolerable time to die. It was 
inherited from the French Academy in the later seventeenth century, was accepted as an 
article of faith by cultivated Europe in the first half of the eighteenth century, and was 
blandly enunciated by Reynolds in his Fourth Discourse as an unquestioned truth. Barry 
put it in the following form: ‘History painting and sculpture should be the mam views of 
any people desirous of gaming honours by the arts. These are the tests by which the 
national character will be tried in after-ages, and by which it has been, and is now, tried 
by the natives of other countries.’ Barry believed this perverse nonsense, and so did Hay- 
don after him, and the result was disaster for both. They tried to live by a theory and did 
not reckon with the state of patronage in the country where they worked. It was a general 
behef among the writers on art that, once art was linked to royal patronage - as it had 
been by the foundation of the Royal Academy - a time of prosperity would dawn for 
artists as it had in the time of Louis XIV. But they do these things much better in France - 
and much sooner. The first faint imitation of Colbert to have been produced in Britain 
was the Arts Council, and the difference between George III and Louis XTV was crisply 
but unkindly told by ‘Peter Pindar’, who wrote of George HI: 

Of modem works he makes a jest - 

Except the works of Mr West. 

The ‘sublime’ style which Reynolds inculcated, the kind of subject he fiivoured and its 
dependence on classical models, has already been seen in his ‘Death of Dido’ (Royal 
Academy, 1781; Plate 137). It may be that the Presidait had more than an inkling of the 
direction from which the attack would come, for he sent to the Academy of 1774 ‘The 
Triumph of Truth, with the Portrait of a Gentleman’ - which was in fact the portrait of 
‘Dr Beattie’, now at Marischal College, Aberdeen - in which the public readily re- 
cognized, in the dim faces of Truth’s opponaits,. the features of Voltaire, Hume, and 
Gibbon. These authors had been under minin g the heroic conception of history, and the 
interesting trend in history painting during the first twenty years of the Academy’s Hfe is 
the gradual debunking of the Augustan tradition, in which everyone had to be dressed in 
dasacal draperies. The change was not aU in one direction. One line, the most daring, 
introduced the representation of contemporary events, and culminates in the heroic 
reportage of Copley; another substituted for the classical trappings an equally artificial 
mode, based on popular misconceptions of ‘contemporary’ costume, and led to the 
Wardour Street medievalism of Northcote or Opie and of many of the lesser contributors 
to Boydell’s Shakespeare Gallery; while yet a third treated subjects in themselves so 
gentle, or historical events in so iriild a manner, that the ‘grand style’ was not involved at 
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all - as was the case with Edward Penny. A romantic history style, more dependent on 
literature than on the tradition of classical painting, also arose in such painten as the 
Rundmans and Wright ofDerby, which culminated, in the next generation, in the stormy 
style of Fuseli. 

The latter years of the eighteenth century were certainly the golden age - if there ever 
was one - of the history picture in Britain. Benjamin West, by monopolixing royal 
patronage in this field, was paid over ^34,000 by the Crown for his history pictures 
alone between 1769 and 1801: and Alderman Boydell, who almost alone seems to have 
learned Hogarth’s lesson that history pictures could be made to pay by seUing engravings 
after them, commissioned his Shakespeare Gallery in the years following 1 786. More than 
one hundred and fifty pictures, both large and small, made up the final Shakespeare 
Gallery, commissioned from more than thirty artists, and Boydell’s health as ‘the com- 
mercial Maecenas of England’ was drvmk at the Academy banquet in 1789, on Burke’s 
suggestion, by the President, the Prince of Wales and the assembled guests. Boydell’s 
venture was followed by Macklin’s ‘Poets’ Gallery’, from 1788 onwards, but these groups 
of commissioned pictures were made to pay by the sale of engravings and of entrance 
money to the exhibitions, and they did not provoke any serious patronage of the history 
picture among British private collectors. When the Napoleonic wars put on the market 
Old Masters of a quality hitherto unobtainable by British collectors the patronage of our 
native produce very nearly evaporated altogether. 

Of those artists who aspired to the grand style of history painting in the pure form in 
which Reynolds enunciated it, -with heroic subjects and life-size figures, either nude or in 
classical draperies, only two painters need be considered - Gavin Hamilton and James 
Barry, the former a Scottish gentleman, the other an Irishman of very elevated en- 
thusiasm. Gavin Hamilton (1723-98) must count as a considerable rarity in British paint- 
ing, for his pictures were better known in Europe than at home, and even had a certain 
influence on French neo-classidsm. He went young to Italy and was a pupil of Agostino 
Masucd in the 1740s: in London about 1752 he painted a few portraits - notably of the 
Gunning sisters - but he had an irresistible bent towards history and soon after settled in 
Rome for the rest of his life. In Rome he was a leading member of the classical school of 
which Mengs was the most reputed painter and Winckelmann the prophet, and he started 
his large-scale illustrations to the story of the Iliad in the 1760s. Being a man of some means 
he had these engraved by Ctmego (firomabout 1764 onwards) and his reputation expanded 
throughout Europe. The Director of the French Academy at Rome mentions his work in 
1763, and Grimm, writing to the Empress Catherine in 1779, mentions his painting with 
considerable approval. Only in Britain was he almost unknowm, although he contrived 
to sell a number of his large works to British collectors by insisting on a commission as 
part payment for the works by Old Masters or classical statues in which he trafficked.* 
His pictures are rarely to be met with to-day, but the ‘Hector’s Farewell to Andromache’ 
(Duke of Hamilton, Holyrood Palace; Plate 170B) is almost a Jacques Louis David avant 
la lettre. He deserves more attention than he has received and he boldly persisted in the old 
classical tradition after the innovations of West and Copley in the modem heroic manner 
had won the day, so that a writer in 1793* says of his works that they preserve ‘a propriety 
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with regard to costume which distinguishes them from most modem compositions, and a 
dignity of manner that is seldom attained by those who make living characters the 
principal object of their studies’. Perhaps no statement shows so clearly the revolution in 
history painting which had occurred between 1769 and 1793. 

James Barry (1741-1806) was an altogether different character. His historical import- 
ance extends beyond the scope of this volume, for Barry and Fuseli between them made 
up a considerable part of the background which helps to account for Blake - and Fuseli 
can only be dealt with by the historian of the romantic period. Barry was an Trisbrnan of 
humble origin, who had more than a spark, perhaps the real fire, of genius in his make-up. 
But he had a wild and arrogant enthusiasm, the tongue of an asp, and a voluble incon- 
siderateness for others which led to his undoing. As a self-trained striphng he brought a 
whole group of historical compositions to Dublin in 1763, impressed Edmund Burke 
with his genius, and was brought by Burke to London in 1764, where hewas introduced to 
Reynolds and ‘Athenian’ Stuart, from both of whom he met with encouragement and 
kindness. No painter of his generation took the President’s encouragement towards the 
‘grand style’ so close to the letter and with so small a grain of the salt of common sense. 
Again financed by Burke, Barry went to Italy in 1766 and remained until 1771, saturating 
himself only too faithfully in the ancients and in Michelangelo. His genius, which was 
authentic, was recognized at once on his return, for he became an a.r.a. in 1772 and a 
R.A. in 1773. But he only became the more intransigent in his high classical principles 
and exhibited in 1776 a ‘Death of Wolfe’, which, no doubt as an attack on West’s famous 
picture of 1771, appears to have been first painted in the classical nude and then draped 
with modem unif orms, as if to show the incompatibUity of the heroic style with modem 
costume.3 Whatever disagreements may have in fiict arisen over this, he never exhibited 
at the Academy again. But the years 1777 to 1783 were wholly taken up with his major 
work and most serious claim to fame - the series of large canvases (two of them forty-two 
feet long) which he painted for the Great Room of the Society of Arts. The theme of the 
whole decoration is The Progress of Human Culture and these paintings must still be 
accounted the most considerable achievement in the tme ‘grand style’ by any British 
painter of the century. They do not, as Barry believed, compare favourably with the work 
of Raphael, but they are works of genius and have a general grandeur of conception, in 
spite of peccancy in the taste of numerous details. Close in date to these, perhaps about 
1784, must be Barry’s portrait of ‘Hugh, Duke of Northumberland’ (Syon House; Plate 
167), which has the gravity of their spirit and is more accessible to illustration. It has a 
kind of solemnity which was denied to Reynolds, and the resources of art which Barry 
here employs would perhaps have been more fitting for St George about to affront the 
dragon - and Barry did in feet paint a similar picture of the ‘Prince of Wales as St George’ 
now in the Mimidpal Gallery at Cork - than for a portrait of a peer in Garter Robes. But 
never was there a more vivid example of Reynolds’s recommendation to elevate the style 
of portraiture by borrowing from the grand style. Barry’s taste for sublimity was fer 
better understood than Reynolds’s, but lack of the right patronage turned him sour. 
Becoming Professor of Painting at the Academy about the time his work for the Society 
of Arts was completed, he used his lectures increasingly as a vehicle for the abuse of his 
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colleagues, and was finally turned out of the Academy in 1799. To some extent his spirit 
was deranged, but it was a spirit of a noble fire. 

Fire was what was lacking in Benjamin West, whose prodigious success provides the 
contrast to Barry’s misery. Their pretensions had something in common, for Raphael’s 
name was mentioned fireely by West’s admirers also and West gave his own son the 
r.h ristian name of Raphael. Benjamin West {1738-1820) came of Pennsylvania Quaker 
stock, and it is significant that he and Copley (a New Englander) were the pioneers in 
modemizmg British history painting. Forerunners of some of the characters in Henry 
James’s novels, they came to Europe full of eagerness and appreciation but with minds 
firee from the incubus of inherited tradition in the matter of high art. It may have seemed 
almost as strange to them as it does to us to-day to represent scenes from contemporary 
history in classical costume, and their minds were better attuned than were those of pro- 
fessional British artists to understand what was of interest to the common man. The native 
painters who worked for the upper classes had been saturated, from the beginning of their 
working life, with the prejudices of the ‘connoisseurs’. West to some extent, and Copley 
more fully, realized the value for the artist of the new feeling of national pride in the 
achievements of one’s own nation which had grown up with the generality of the public, 
and which had been fed hitherto, in the matter of art, only by the engravings in such 
volumes as Rapin’s or Hume’s histories. The stage too had begun to affect ‘contemporary’ 
costume when possible, and West and Copley, by the shormess of their roots in the Euro- 
pean tradition, rather than by any profound originality in their own natures, were able 
to become the first articulate painters of a new range of subject-matter of general interest. 
It is the story of Hogarth over again with a difierent public. For the engraving of West’s 
‘Death of Wolfe’ (Plate i68b) is said to have earned as much as j0i5,ooo. West also was 
lucky in that the very mediocrity of his mind found a kindred spirit in the mind of 
George IE. 

A dispassionate study of West, whose importance at the time can be gauged from the 
feet that he succeeded Reynolds as President of the Royal Academy, is a desideratum. 
Writers who have been concerned with him incidentally have hitherto been forced to 
rely, however cautiously, on Galt’s biography, published in part after West’s death, but 
widi his approval, which partakes of a somewhat legendary character. It is written in a 
spirit which we are more accustomed to find applied to South Italian Saints than to a 
Quaker Academician who lived into the last century, and it is probable that most of its 
femous anecdotes have been improved in the telling. The evidence of his pictxures them- 
selves, in so fer as they can be identified to-day, is all that we can go upon securely at 
present. 

Having learned ‘the mechanical part’ of painting in America, the young West spent the 
years 1760-3 in Italy, where he visited Rome, Florence, Bologna, and Venice. In Rome 
he was certainly in dose contact with the circle of Mengs and Gavin Hamilton, and his 
notion of the subject-matter of history painting was certainly coloured by theirs. But he 
had had no experience of the academic practice of drawing from the Antique, and it may 
wdl have been this feet, rather than any more positive predilection, which turned West’s 
ideas to the kind of history picture which Haydon later called scornfully ‘Poussin size’. 
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In the meantime he improved his social contacts and became reasonably proficient as a 
portrait painter in a style nearer to Mengs than to Reynolds. 

It was as a portrait painter that West set himself up in London, where he decided to 
settle soon after his arrival in 1763, but he sent two subject pieces to the exhibition of the 
Society of Arts in 1 764. His success, both in Rome and in London, can be partly accoimted 
for by his being an American, and thus a ‘phenomenon’ in which Society could allow 
itself to be interested. Cardinal Albani (who was blind) had naively supposed that he was a 
Red Indian, and it was an age when Wonders from the Western World were all the rage. 
At any rate his history pictures met with some response from the bench of Bishops, a body 
of men who have patronized the arts with effect on no other occasion, and one cannot help 
wondering whether the reason for this was not some obscure feeling of transferred mis- 
sionary endeavour. It was Archbishop Drummond who introduced West to the King in 
1768, with a picture of ‘Agrippina landing at Brindisi’, which had been commissioned 
by himself. The result was that the King suggested to West the subject of ‘The final 
Departure of Regulus from Rome’ (Plate 170A) as a commission for the royal collection. 
The ‘Regulus’ appeared at the first exhibition of the Academy in 1769 (of which West 
became a foundation member) and West’s long association with the Crown began. 

The ‘Agrippina’ and the ‘Regulus’ are remarkable works for their time. Their style is 
that of Gavin Hamilton, reduced to the more manageable size of Poussin. There is, above 
all, much of Raphael in them, but nothing of that extraordinary combination of harmony 
and purely formal quaUties which gives Raphael’s designs the air of being by an intel- 
lectually superior being. Their hmitations made them the very pictures for George HI 
and they were quickly popularized in engravings. A few British painters, such as Alex- 
ander Runciman, imitated West’s choice of subjects, but this was reserved rather for the 
French, whose minor Academic painters followed West’s choice of subjects with a fidelity 
which caimot be accidental.'* But West himself soon graduated from classical subjects in 
the neo-classical manner to the baroque rendering of contemporary history, and showed 
at the Academy of 1771 his ‘Death of Wolfe’,* which is generally accepted, with reason- 
able accuracy, as marking the turning-point from the old style of history painting to 
the new. 

The story, as related by West’s hagiographer, is that Reynolds, hearing that West was 
painting a heroic history of the death of Wolfe in contemporary costume and not in 
classical draperies, came to persuade him against any such impropriety; that West used 
the various arguments that one would imagine to-day and asked Reynolds to suspend 
judgement until the work was finished; and that, on his final •visit, Reynolds generously 
said: ‘Mr West has conquered. ... I foresee that this pictmre will not only become one of 
the most popular, but occasion a revolution in the art.’ It is perhaps more parable than 
truth, but West’s picture did in fact become extremely poptilar and helped to stimulate a 
movement away from cK'is i cftl subjects to the heroic rendering of national or con- 
temporary history. 

The picture itself has no claims to accuracy of historical presentation. Except for W olfe 
himsdf, hardly any of the figures in the picture were present at his death, and the Red 
Indian is a purely symbolic figure. Without accepting all the sources put forward by Mr 
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Charles Mitchell® as contributing to West’s design, we can agree that it is composed on a 
standard baroque formula and that the main group is based on the traditional pattern of a 
‘Mourning over the dead Christ’. What has not always been observed, in the heat of 
controversy, is that, within its hmits, it is rather a good picture. West himself does not 
seem at the time to have thought he was doing anything revolutionary in the sense thatit 
was ‘modem’, for he proposed to the King, for a series of companion pictures of ‘historic 
deaths’, those of ‘Epaminondas’ and ‘Bayard’, both of which were exhibited at the 
Academy of 1773 . The former was treated in the classical manner, but the latter, as befitted 
a ‘medieval’ subject and in consonance with the new practices of the contemporary stage, 
is modelled on Salvator Rosa and in tune with the bandit pictures which were being 
popularized at exactly this time by John Hamilton Mortimer. It was this last style which 
West exploited most fireely in his later works, md by which he belongs also to the 
romantic period. 

Even by these pictures West’s historical vein was not wholly exhausted, for a picture 
like ‘The Apotheosis of Prince Alfred and Prince Octavius’ (c. 1784: Kensington Palace; 
Plate 169) is altogether and HteraUy in the style of Mengs. Unfortunately, like Gavin 
Hamilton, West had almost no feeling for colour or for the texture of paint. His con- 
temporary fame and his legend have militated against ajudicious appreciation of his work, 
which has an importance in the general history of European art, but left very Htde im- 
pression on the national school. 

It was left to a second American painter, John Singleton Copley {1738-1815) to exploit 
to the full the popular subject from contemporary history, for which West had led the 
way. Unlike West, Copley was a Bostonian, and he had none of the curiosity value of 
West. What is more, he had waited fourteen years longer than West to come to Europe 
and had already formed a highlypersonal and distinguished style of his own in portraiture 
before he set out. Copley’s New England style is unfortunately no part of the history of 
British painting: ‘unfortunately’ because, at its best, it is rivalled only by Hogarth for 
direcmess and sincerity of approach. Copley had had to work it out for himself to suit a 
cHentele who accepted the general rule tliat Truth was to be preferred to Beauty, and who 
were prepared to give the painter long sittings. Neither of these conditions obtained in 
Europe and Copley felt that he must learn a new language during the period in 1774/ 5 
that he spent in Italy and dashing through half Europe on his way firom Italy to London. 
He learned it so effectively that no traces of his New Eng l an d style survived, and he 
settled in London to paint portraits and groups in a style between Reynolds and West 
in 1775. As an American portraitist Copley rates very high indeed; as a European por- 
traitist he can only be considered as an accomplished secondary painter except for his rare 
incursions into the rococo conversation piece, such as ‘The Three Princesses’ (Royal 
Academy, 1785) at Buckingham Palace, and ‘The Sitwell Family’ 1787 at Renishaw H^. 
These are, in their way, masterpieces and owe a good deal of their charm to being so 
agreeably unEnglish, since the children conduct themselves in a manner which, though 
not uncommon with children, is more lively than most British parents liked to have per- 
petuated in a picture. 

The prime virtue of these pictures rests in their composition, and ‘composition* was 
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what Copley found he had a genius for when he came to Europe. He had been so isolated 
from academic practice in Boston that he had no idea how a painter set about a group 
portrait, and it is astonishing to find the best painter in New England writing to his hal& 
brother as follows on his first arrival in London at the age of thirty-six: ‘The means by 
which composition is obtained is easier than I thought it had been. The sketches are made 
from life, not only from figures singly, but often by groups. This, you remember, we 
often talked of, and by this a great difficulty is removed that lay on my mind.’ A new 
world of art had opened for him and he had discovered his personal gift. In Rome he 
painted an ‘Ascension’ (Boston) which is perhaps superior to any of West’s compositions 
in his own style, and by 1778 he felt himself sufficiently established in London to send a 
composition to the Academy. 

The picture of ‘Brook Watson and the Shark’ (examples are at Christ’s Hospital (Plate 
172), London, and at Boston), sent to the Academy in 1778, broke all the accepted rules of 
history painting. Much more than West’s ‘Death of Wolfe’ does it deserve to be con- 
sidered the pioneer work of a new age, for its like was not produced until the great days 
of the French romantics in the 1820s. The subject was contemporary and not classical: 
the hero was no national figure but rather the kind of person made familiar to-day by 
some of the Sunday newspapers: and the action has no grave historical import or moral 
lesson for mankind, but was frankly exciting and romantic. It is extremely unlikely that 
Copley had any idea how revolutionary his work was, and the reason why he turned from 
such pictures to more notable scenes from contemporary history was doubtless the fact 
that the engravings from them would sell to a much wider pubhe. But the later works all 
partake of the same characteristics: they are dramatic, they have a contemporary subject, 
they are presented with a sufficient degree of accurate local colour to count as heroic 
reportage, and they gave Copley a chance to exploit his newly found passion for composi- 
tion. The later ones were so vast that they had to be shown in special buildings by them- 
selves, where they provided, to the exasperation of the Academicians, a new and popular 
rival to the exhibitions at the Royal Academy. 

Copley’s pictures of this class, which rank as the one series of great modem history 
paintings done in England in the eighteenth century, are as follows: the ‘Death of Chat- 
ham*, painted 1779/80 (Tate Gallery); the ‘Death of Major Pierson’ 1783 (Tate Gallery; 
Plate 173); ‘The Repulse of the Floating Batteries at Gibraltar’, finished 1791 (Guildhall, 
London: finished study in Tate Gallery); ‘Admiral Duncan’s Victory at Camperdown’, 
finished 1799 (Camperdown House, Dundee). The unwieldy size of the last two has 
caused the first to be inaccessible and the last to be immovable, but the whole series of 
pictures was an artistic adbievement of a new kind. The finest is the ‘Death of Major 
Pierson’, in which Copley was not faced with the difficulty of including a vast number of 
individual portraits. In the fiightened mother and children at the right he has been able 
to include ^ures not essential to the story and so to concentrate less on documentary 
history and more on exciting and romantic elements in the scene. This splendid picture 
would hold its own and find its natural affinities in a room with Les Pestifirh de Jaffa and 
the great French romantic histories of the next emtury. One has only to compare Copley’s 
workswiththefeeblehistoricalsubjectsof GeorgeCarter,'withwhom Copley had travdled 
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from London to Italy, to see how much that was new the American artist introduced into 
British painting. But for all the popular enthusiasm these pictures aroused, their lesson was 
lost on British artists and they founded no school of history painting. 

The next type of history painter can be broadly classified as ‘the Boydell group’, from 
the stagy kind of history picture which made up BoydeU’s Shakespeare Gallery. The two 
most important members of this group are Opie and Northcote, who both started their 
London careers about the same time, and both became A.R.A. 1786 and r.a. 1787. Opie 
was much the younger, but much the more considerable talent, though he lacked the kind 
of training and knowledge of the Antique which Northcote had. They both came from 
humble West Country stock and became friends. 

John Opie (1761-1807) had the makings of a serious painter in him and the fact that so 
many of his portraits are thoroughly duU, if not frankly bad, was due to the fret that he 
had no elegance in his make-up but was commissioned to do portraits of fashionable 
persons. His father was a Cornish carpenter, and the young Opie, who showed a pre- 
cocious passion for drawing, was taken up, when he was fourteen, by John Wolcot, best 
known by his satirical vene under the name of ‘Peter Pindar’, who was then practismg 
medicine in Cornwall, Wolcot had been a pupU of Richard Wilson and he constituted 
himself the young Opie’s teacher and impresario. What training he gave him he kept 
remarkably dark, since his aim was to bring him upon the London stage as ‘the Cornish 
Wonder’, an untrained and self-taught prodigy, once he had rubbed off some of the 
young man’s superficial asperities. Wolcot’s scheme was largely successful and his advice 
both original and sound. He saw that the young man had a natural gift for local tone and 
for the strong rendering of rough natural types in a correspondingly strong chiaroscuro, 
and he fed him on Rembrandt and the T enebrists, no doubt through the medium of prints. 
This was done with something of the secrecy which now attends the training of a race- 
horse, and Wolcot established himself with the young Opie in London in 1781 and pre- 
tended that the young prodigy had never seen an Old Master or had any serious training. 
At the Academy of 1782, and in the selection of pictures taken to show the King, only 
such morsels of common nature were selected as ‘A Jew’ or a ‘Cornish Beggar’ and Opie 
was successfully sprung on the world as a sort of modem Ribera. For a year or more 
Society flocked to him and demanded that he paint their portraits, and his old men and old 
women (su<h as ‘Mrs Ddany’ 1782 in the National Portrait Gallery) were both novel and 
good. At this date Opie had a sense of paint texture and a broad touch which were refresh- 
ing, and his vaguely Rembrandtesque effects of lighting seemed original and pleased. 
Anything that was natural he could paint with sympathy, old people and children as well, 
for the four pictures of the four children of the Duke of Argyll of about 1784 at Inveraray 
are among his best portraits. At lie Academy of 1784 he showed his first considerable 
subject piece, ‘The School’ (Loyd Collection, Lockinge; Plate i6ib), which has a 
naturalness and rather pleasing awkwardness of composition which enabled Opie to 
eccd in this kind of subject. It was a new voice in English painting, and the Morning Post 
presdendy observed that: ‘could people in vulgar life afford to pay for pictures, Opie 
would be their man’. This picture marks a return to Dutch and Fl emish seventeenth- 
century painting as a source of inspiration, which was to reach its peak in Wilkie and to 
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persist throughout the nineteenth century. As a history painter Opie was fully laimched 
by 1786 when he began the first of seven pictures for BoydeU’s Shakespeare Gallery; in 
that year he also painted for Boydell ‘The Assassination of James I of Scotland’, and in 
1787 ‘The Death of Rizzio’, which Boydell gave to the Giddhall Gallery. These were 
destroyed by bombing in 1941, but they, and the Shakespeare subjects, and a number of 
others painted for Bowyer’s ‘Historic Gallery’ in the 1790s, made Opie famous. To-day 
we have to judge them mainly fiom engravings, and find them turgid, with spurious 
‘period’ costumes and stock stage expressions. But their influence was much greater than 
the much better history pictures of Copley and the tradition which culminated in Dela- 
roche stems from these pictures of the 1780s and 1790s. 

Opie’s genius was of the kind which bums brightly at the outset and steadily goes 
dimmer with increasing contact with sophistication. The more positive the subject before 
bitn, the better he painted, and vague fancy pieces of his later years do httle to enhance his 
reputation. His later subject-pieces belong thoroughly to the romantic period and are 
sometimes a novelette in themselves. Of these ‘The angry Father’ (or ‘The Discovery of 
Clandestine Correspondence’ : Royal Academy, 1 802) at Aston Hall, Birmingham, is a very 
complete example. 

James Northcote (1746-183 1) is at once the complement and antithesis to Opie. Their 
professional success was similar and their output of the same general character - great 
numbers of portraits, a number of histories in the Boydell vein, rather vapid frncy pieces: 
to which Northcote added some rather absurd series of moral stories in an unsuccessful 
attempt to emulate Hogarth. Intellectually and critically Northcote had the gifts to make 
an artist of ahigh order, and his training should have given him enormous advantages over 
Opie. From 1771 to 1775 he Hved as a pupil and assistant in Sir Joshua Reynolds’s house; 
from 1777 to 1780 he studied in Rome; and he settled in London about the same time as 
Opie in 1781. But, in spite of a strong sense of character, Northcote had no feeling for 
paint or for tone. Out of the combined virtues of Opie and Northcote one could have 
produced a painter of real eminence, but neither alone could achieve very high rank. 
Northcote embarked on scenes with a literary subject in 1784, and, in the next years, was 
one of the first to contribute to the Shakespeare Gallery. The only difference between his 
Shakespeare pictures and Opie’s is that figures from the Antique and the Italian classics 
find their way more often into Northcote’s compositions. Even in such a purely popular 
moral fable as ‘The Wanton Servant in her Bedchamber’, Northcote cannot resist model- 
ling his frail female on the sleeping Ariadne. Opie had had too slight an acquaintance with 
the tradition of the classics, while Northcote’s years with Reynolds and in Rome had 
numbed his powers of natiural invaition. Yet the later works of the two painten can 
sometimes quite readily be confused. 

In strong contrast to this school is the work of Edward Penny, the earliest bom and the 
least dramatic of narrative painters of the classic age. Peimy (1714-91) would be im- 
portant if his work had had any eflect, for he was the first to paint the ‘Death of Wolfe’ 
^ 1764; Plate i68a). But he painted the subject, not as a dramatic modem history, but 
as a moral exemplar of a military virtue, and he painted as its companion ‘Lord Granby 
rdieving a Distressed Soldier and his Family’. E::ramples of both these designs are in the 
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Ashmolean Museum at Oxford and at Petworth, and, although ‘in modem dress', they 
have a gently elegiac quality, which is characteristic of Penny 's Muse. He had been a pupil 
of Marco Benefial in Rome, one of the forerunners of neo-classicism, and returned to 
England in 1743, where he at first practised in his native Cheshire and Lancashire as a 
portraitist in a style close to the contemporary work of Richard Wilson. From 1762 he 
exhibited at the Society of Artists and he became a foundation member of the Royal 
Academy and its first Professor of Painting, which shows the esteem in which he was 
held. He retired from that office in 1783 and made way for Barry. 

Penny's narrative pictures (for such they are, rather than ‘histories') are the continuation 
of Hayman's style. He had a nice sense of tone, gentle and silvery, which is apparent from 
‘The Generous Behaviour of the Chevalier Bayard'^ of 1768, to the ‘Lavinia and Acasto’s 
of 1781, but his defect was summed up by the contemporary critic who called the latter 
picture ‘very tame indeed'. The picture was an illustration to Thomson's Seasons, one of 
the most popular sources for lesser painters of a hterary caste, and the feeling for nature in 
Thomson, which finds its echo in Stubbs, crept into narrative painting in the work of 
Penny, who may yet turn out, when he has been more fully explored, to deserve more of 
our notice. 


NOTES TO CHAPTER 20 


1. Correspondence at Althorp over the purchase from Hamilton of the two 
large Guercinos and two Salvator Rosas for Spencer House, 

2. Anonymous writer in The Bee, xvi, Edinburgh (lo July 1793), 3, 

3. There are conflicting accounts of Barry’s ‘Death of Wolfe’. Edward 
Edwards says the figures were in the nude, but a contemporary newspaper 
account mentions a naval officer, a midshipman, and two Grenadiers - which 
seems to imply uniforms. I have not seen the original, but the account I have 
given may be inferred from the illustration of it in A. E. Wolfe-Aylward, The 
Pictorial Life of Wolfe (1924), I43- It then belonged to Sir Lees Knowles, Bt. 

4. A suggestive list of subjects treated by Gavin Hamilton, West, and Barry, 
with their dates and the dates of their French imitations, is in J. Loequin, La 
Peinture d'histoire en France de 1747 d 17^5, p. 157, note 9. 

5. The first version, painted in 1770, is now at Ottawa. The later repetition 
at Kcnsii^on Palace shows no appreciable variation. 

6. C. Mitchell in foumal of the Warburg and CourUtuld Institutes, vn (1944), 
20 £ 

7. Best known from Pether’ s mezzotint. The original was in the Heldmaim 
sale at Worton Court, Isleworth, 13 Mar. 1939, lot 297. 

8. Last in Anon, sale, Sotheby’s, 15 May 1946, lot 59. For the criticism see The 
Ear Wig (1781), 10. 
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WRIGHT OF DERBY AND THE PAINTERS OF 
ROMANTIC LITERATURE 

The French pundits were very strict in their definition of a ‘history picture’, and the 
category of ‘history painter’ was the highest and most envied class in which to be received 
into the French Academy, In the year 1769, just about the time of the first exhibition of 
the Royal Academy in London, Greuze, in spite of having painted a ‘Severus reproaching 
Caracalla’, was only admitted as a ‘painter of genre’, a class to whom the highest academic 
honours were not open. Yet Greuze had. developed a kind of picture, which had won the 
enthusiastic praise of Diderot and reflected the tastes of that highly intelligent body of men 
who were to affect most profoundly the direction of thought in Europe and America - 
the Encyclopaedists. In England, also in the lydos, Wright of Derby reflects the same 
tendency, but since he found no Uterary champion, although a much more sincere artist 
than Greuze, we can best j udge the place and importance of his early style in terms of what 
Diderot says of Greuze. This style answers to what Diderot calls le genre sirieux and its 
distinction firom the current history style, which Diderot expressed in terms of the drama, 
was the difference between a coup de theatre and a tableau, and the latter was defined as ‘an 
arrangement of the characters so natural and so true that if faithfully rendered by a painter 
it would give me pleasure’. Had he known them, Diderot would probably have acclaimed 
Wright’s first important pictures as models of this class. They have another character too, 
that of experiments in the scientific study of hght, which reflects Wright’s contact with 
the group of men-Erasmus Darwin, the Lunar Society, and the fint foimders of industry 
in the Midlands - who came nearest in England, in the direction of their thought, to the 
Encyclopaedists. 

Joseph Wright (1734-97), generally known as ‘Wright of Derby’, is interesting for 
other reasons too. He was the fixst painter of real distinction to be settled for his whole Ufe 
in the provinces (apart from Bath) and he was also ‘the first professional painter to express 
the spirit of the industrial revolution’.* Trained as a portrait painter under Hudson (1751- 
1753). he returned again to Hudson’s studio in 1756/7, to complete his technical know- 
ledge after his first experience of practice in his native Derby, He was thus in London 
during the triumph of the ‘new style’ in portraiture but he remained fiiithful to the Hudson 
patterns until a year or two after 1760. Though based on Derby, we know that, apparently 
in the year 1760 alone, he was painting portraits at Newark, Lincoln, Boston, Retford, 
and Doncaster. But he soon estabHshed a permanent practice in Derby, where he re- 
mained, except for a substantial stay at Liverpool in 1769, until he went to Italy in the 
autumn of 1773, soon after his marriage. 

His first style dates from these pre-Italian years, which can broadly be called his ‘candle- 
light period’. In Derby, surrounded by a society devoted to scientific experiment, from 
which emerged two of his principal later patrons, Wedgwood, one of the pioneers of 
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pottery, and Arkwright, a pioneer of the cotton industry, it was natural that "Wright 
should show in his art a bent towards science. The play of Hght, artificial at first, became 
his absorbing interest, and he was the first artist, above the level of the exponents of 
popular art, to give expression to the passionate interest of the Midlands in science. He 
must have seen some work by Honthorst or Schalken, and from these he evolved his own, 
wholly original, candlelight pictures. There are many single studies of figures in such 
ligh ting , but three finished masterpieces: ‘Three Persons viewing “The Gladiator” 
by Candlelight’, Society of Artists, 1765 (Bowood); ‘The Orrery’, Society of Artists, 
1766 (Derby Gallery); and ‘An Experiment on a Bird in the Air Pump’, Society of 
Artists, 1768 (Tate Gallery; Plate 1743). This last is the masterpiece of the genre, and 
perhaps the most remarkable picture painted in what Diderot called le genre sirieux. The 
passioiute interest in science of the Midlands is married to a compHcated and successful 
design in which the whole group is both ‘natural and true’, and there is a great variety of 
tender human feeling. At the same time it was in no sense a ‘history picture’ and fell outside 
of any of the categories of contemporary appreciation. It is one of the wholly original 
masterpieces of British art, but it is amusing to observe that Wright was so wrapped up 
in observing nature under these artificial conditions of light, that some of his portraits of 
this period, such as ‘Mrs Carver and her Daughter’ (Derby Art Gallery), though feigned 
to be in the open air, show the drapery glossy and lit as by candleHght. With scenes of ‘A 
Blacksmith’s Shop’ (British Association for the Advancement of Science) and ‘The Forge’ 
(Countess Mountbatten) he had nearly exhausted the possibiUties of popular subjects in 
this style, and in 1772 he exhibited his fiist romantic history, ‘Miravan opening the Tombs 
of his Ancestors’ (Derby Gallery; Plate 176). The Hterary source of this has not beat 
traced (although the story occurs, with other names, in Herodotus), but the picture 
is of an entirely new kind, with affinities to the novels of Mrs Radchffe, and it includes 
a piece of furniture which suggests a Wedgwood nightmare. It is rare in England to 
find a painter so closely in line with contemporary trends in Uterature and feshionable 
artifacts. 

Rrom the same year dates Wright’s first exhibited landscape, but it was not until his 
Italian journey (1773/5) that Wright began to appreciate how his interest in sources of 
light could be combined with landscape painting. The more monumental Italian art left 
litde impression on him, but he was lucky to see Vesuvius in eruption and the annual 
fireworks at the Castd S. Angelo, and he esdiibited landscapes of both of these phenomena 
on his return in 1776. He also appreciated in Italy the style and popularity of Vemet 
and saw the possibihty of competing with his pictures of moonlight. ‘Vesuvius’ especially 
became one ofWright’s fiivourite themes in later years and more than a dozen variants of 
the subject are known. But his most original contributions to English landscape paintii^ 
were views of his native Derbyshire, especially the country round Matlock, seen under 
unusual conditions of sunlight or in mootilight arrangements. A typical example, signed 
and dated ftom an unreadable year in the 1780s is the ‘Moonlight Scare’ (Plate 171A) 
at Alfireton Hall. The architectonics of the scene are only a litde diftaent from those 
in the more topographical vievss of Thomas Smith (d. 1767 and knovwi as ‘Smith of 
Derby’), firom which his own first taste for landscape may have derived. The moonlight 
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achieved in English painting, and the feeling for tone is worthy of Chardin. Why Walton 
gave up this kind of painting is obscure, for there was certainly in England at this time a 
email group of patrons with a taste for this kind of picture. William Lock of Norbury, 
receiving as a gift ftom his son two recent engravings after Greuze in 1789, writes ‘I wish 
we had more painters of Domestic Subjects*.^ 

It is probable that the historian would be correct in considering John Hamilton Mor- 
timer (i74i?-79) more important than Wright or any other as the pioneer of romantic 
literary subjects, but at present we must take his work of this kind on trust, or guess at it 
from the considerable number of engravings which exist after his studies of Shakespearean 
heads and single figures. One of his works is known to have impressed and influenced 
Blake, and the kind of subject in which he latterly dehghted paved the way for Fuseli. A 
pupil of Hudson at the same time as Wright (probably 1756/7), he later worked for a short 
time with Pine, but was practising on his own as a portrait painter in the early 1760s. In 
1763 and 1764 he won premiums for straight history pictures from the Society for the 
Encouragement of the Arts, but he made his Hving in the later 1760s mainly by conversa- 
tion pieces and small single figures in the style of Zofl&ny and in occasional theatre pieces 
(also in the style of Zofiany), such as the ‘Scene from Kin^John’ 1768 at the Garrick Club. 
Only in 1770 did he first find his natural bent, which Edwards describes as ‘representations 
of Banditti, or those transactions recorded in history, wherein the exertions of soldiers are 
principally employed, as also incantations, the frolics of monsters, and all those kind of 
scenes, that personify “Horrible Imaginings’”. Edwards’s words are supported by the 
titles of Mortimer’s pictures exhibited at the Society of Arts, and, in 1778 and 1779, at the 
Royal Academy - but hardly any of them can be traced to-day. They read like an anticipa- 
tion of much of the subject-matter of Fuseli; and Mortimer too, in 1778, was one of the 
first to take a subject from Spenser, who became a favourite soiurce for romantic history 
pictures. These themes read oddly as the work of a painter who was severely criticized by 
his biographers as preferring to excel at cricket rather than take his art seriously! But he 
was redeemed from the downward path by a virtuous marriage, about 1775, and exhibited 
the same year four companion pictures of ‘The Progress of Virtue’ (No. m; Plate 177), 
which have lately been acquired by the Tate Gallery. In the most Hvely of these his experi- 
ence of vice stood him in good stead: the youthful hero is seen abandoning, at a rather late 
stage in the repast, a military dinner at which females are present, and removing a wreath 
of vine-leaves from his hair. No other British painting corresponds so precisely to the 
dubious sincerity of Greuze in his paintings of moral subjects. Wright and Walton re- 
present in England the painting of ‘moral subjects’ (in Diderot’s sense) of a neutral or 
domestic caste, while Mortimer represents the seamier side. His Banditti pictures no doubt 
owed something to Salvator Rosa, and it is characteristic of his temperament that he was 
latterly painting scenes from Don Quixote. As a portraitist, thot^h he disliked the 
genre, he also deserves consideration, for his group of the ‘Drake frmily’''' (Royal 
Academy, 1778) at Sharddoes is the best conversation piece of its period in the Zoflany 
tradition, and distinctly superior to Zofl&ny’s ovm work of this date. No doubt the 
pictures will gradually reappear which will enable a just estimate of Mortimer to be 
arrived at; even from the information available there can be little doubt of his historical 
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importance, and the space devoted to him in Cunningham’s biographies shows that the 
memory of him lingered. 

Another notable exponent of what we have, perhaps rather unfeirly, called ‘the seamier 
side’ of genre painting was Matthew William Peters (1742-1814). He has a link with 
Mortimer, since one of the most reputed of his half-loigth arrangements of young ladies 
‘in an undress’ was a portrait of Mortimer’s sister as ‘Hebe’, which was engraved in 1 779. He 
has also a much stronger link with France than other British painters of genre, since he 
was in Paris in 1775 (when he was copying Rubens), and again in 1783/4, when he 
associated closely with Vestier and the young Boilly. Those who admired him (and they 
were less numerous than his detractors) called him ‘the English Titian’, not solely because 
he had spent the years 1773/4 hi Venice, but because he had a lush juiciness of colour 
during Ins best years, and a rich creamy impasto, which remind one, at a long remove, of 
Venice. His high key and his feeling for texture of paint are certainly his most musual and 
agreeable characteristics, but it must be admitted that his colour reminds us more often 
of the ‘jammy’ efiects of Baroccio than of the sonorous harmonies of Titian. Peters too 
had been a pupil of Hudson in the later 1750s, perhaps at the same time as Wright and 
Mortimer. But we know nothing of his Hudsonesque phase and he quickly adapted him- 
self to modem continental modes by study in Italy firom 1762 to 1766. His first mature 
phase, firom 1766 to 1772 is of Httle importance. Much of his work at this time was por- 
traiture in crayons (though Httle has been identified) and he had developed in the later 
1760s a tendency to imitate the cheesy impasto of Reynolds. In 1769 he became a Free- 
mason and estabhshed a coimexion with a body of patrons who stood him m good stead in 
his art, and later in the Church. But his really formative years were spent abroad firom 
1772 to 1776, at Venice, Parma, Paris, Rome, and probably elsewhere. It was during these 
years that he acquired a liking fiar a high key of colour, for the swimmy fecial expressions 
of Correggio, for harmonies of pink and cream and smoke, and for genre subjects of a 
mildly m^w/kind. On his return to London he exhibited at the Academy a series ofHghdy 
draped busts of smiling and inviting ladies, which caused a mild scandal and became 
instantly popular in engravings. These are the EngHsh equivalent of yet another aspect of 
Greuze’s work, and they are, to modem taste, more agreeable than that phase of Greuze, 
since they are completely devoid of moral overtones and the yearning glances arc given 
no cover by being made to appear to be motivated by a dead sparrow or an attitude of 
prayer. This phase only lasted until about 1778 (when Peters became an R.A.), but it is 
for the pictures of this period that he is fiunous. They were followed by genre scenes in the 
same key and with the same quahties of paint, such as his Diploma picture, ‘Childrax with 
Fruit and Flowers’ (deposited with the Academy in 1777; Plate i6ob), and a few portraits, 
especially of women, which have an evanescent and very feminine charm - in single 
figures only, for his efforts at group portraits are all of them feilures. 

fo I 779 » perhaps for pmdential rafoer than firom higher motives, Peters was at Oxford, 
studying to be ordained. In 1781 he was ordained Deacon, in 1782 Priest, and he cele- 
brated this change of life by exhibiting at die Academy of 1782 ‘An Angel carrying the 
Spirit of a Child to Paradise’, which was followed by other works in the same vein. They 
became extremely popular in ei^aving, but they belong to the curiosities of the history 
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of taste rather than to the history of art. Peters’s last serious works as a painter (except for a 
few portraits, such as the lively ‘Bishop Hinchliffe’, engraved 1788, at Trinity College, 
Cambridge) were some history pictures for Boydell’s Shakespeare Gallery and for Mack- 
hn’s Poets’ Gallery in the later 1780s. These did not altogether meet with ecclesiastical 
approval, for, although his scenes from Henry VIII are as dull and stagy as the worst of 
Northcote, his illustrations from The Merry Wives of Windsor and Much Ado about Nothing 
show something of the same spirit, under a cloak of Shakespearean respectabihty, as his 
studies of fe minin e genre of the 1770s. They are among the most light-hearted works of 
the Shakespeare Gallery, but Peters retired from professional painting and membership 
of the Academy in 1788 and settled dovm to the comfortable enjoyment of a plurality of 
livings. He was quite a good clergyman, but, before he took orders, he showed promise 
of being a painter of some individual talent. 

These English pioneers of domestic genre and of the romantic Hterary subject can all 
be seen in some sense as a British counterpart to a popular continental mode, whose most 
femous exponent was Greuze, and some of them, such as Wright and Mortimer, can also 
be treated as among the forerunners of Fuseh. Their Scottish coimterparts were of a more 
serious tone and their connexion with Fuseh was closer. Two brothers, sons of an Edin- 
burgh builder, were the leaders: Alexander Runciman (1736-85), who was historically 
the more important, and his younger brother, John Runciman (1744-68), who had given 
promise, at the time ofhis early death, of becoming one of the most original and sensitive 
British painters of the century. 

Alexander Runciman was apprenticed in 1750 to the decorative painting firm of 
‘Robert Norrie and Coy.’, who were continuing to adorn the houses of Edinburgh in a 
tradition derived from a blend of Gaspard Poussin and Pannini. Unexpectedly he 
devdioped a passion for landscape for its own sake and it is said that, at the time ofhis 
startup independent practice in 1762, landscape was the object ofhis ambition. Certainly 
he was the first to paint watercolours, lightly tinted, of the Scottish scene in a more 
advanced romantic style than the pretty topographical views of Paul Sandby. The date 
of the halfidozen or so such watercolours in the Print Room of the Scottish National 
Gallery is uncertain, but they probably date from after his return from Italy, since they 
betray a knowledge of the landscape drawings of Claude as well as of diose of Rembrandt. 
Alexander was presumably the teacher ofhis brother John, and Farington relates® in 1797 
that he was shown by Stothard certain ‘specimens in imitation of Rubens’, who told him 
that ‘much of the process he learnt from one of the Rundmans, whose Either, a painter at 
Edinburgh, was taught it by a Fleming’. As Stothard can hardly have learned it from John, 
it must have been from Alexander, but it is John whose few pictures show a profoundly 
sympathetic use of something like a Rubens technique. They caimot be seen in public 
outside the Edinburgh Gallery, and the four best probably date from the end of bis life, 
between 1766, when he accompanied Alexander to Rome, and 1768, when he possibly 
committed suidde in Naples after destroying much ofhis work in a fit of self-depredation. 
Three of these are small scenes of reUgious genre, but the fourth is a larger picture, signed 
and dated 1767, of ‘King Lear in the Storm’ (Plate 174A). This is an altogether surprising 
masterpiece, mature in both technique and invaition, remarkable as a subject at so early 
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a date, and altogether unvitiated by any suggestion of an influence from the stage. The 
theatre was still forbidden in Edinburgh and this feet no doubt helped to keep John 
Runciman’s style unsophisticated, but it does not account for a purely romantic painting 
which was about half a century in advance of its time. The Rundmans were probably the 
first British painters for whom the study of poetry was a direct source of inspiration, and 
their passion for Shakespeare is further documented by the ‘Sel^ortrait’ of Alexander 
with his fiiend John Brown, painted in 1784, where the two are discussing the interpreta- 
tion of a passage in ‘The Tempest’ (Scottish National Portrait Gallery).® It is not unnatural 
that a mind attuned in this way would feel moved, among the splendours of Roman 
Antiquity, to mm to a subject from the greatest of British poets, but John Rundman seems 
to have been the fint to do so. FuseH, who reached Rome in 1770, after John’s death, 
became fiiendly with Alexander Runciman and seems to have started in Rome his own 
series of paintings from Shakespearean themes, which first appeared at the Academy 
of 1774. 

Of Alexander’s own work in Rome, apart from some drawings and watercolours, we 
have no certain knowledge, but it is possible that ‘The Origin of Painting’ (the same 
subject that Wright later painted for Wedgwood), which is still at Penicuik House, dates 
from this period. He left Rome in 1771, and, after a brief stay igt London, was appointed 
Director of the Edinburgh Academy in 1772. This body, which had hitherto had no 
loftier ambition than serving the needs of providing patterns for Scottish industry, was 
remodelled by Runciman to fell in line with the Academies of London and the rest of 
Europe. History painting was now esteemed in Scotland in the first place of honour and 
an ‘academic’ tradition was founded. Alexander Rimdman himself painted a series of 
scenes (finished by 1773) from the story of Ossian in the great hall of Penicuik House, 
which were unfortunately destroyed by fire in 1899, but their intensely romantic and 
‘illustrative’ character can be estimated from a number of studies which survive in the 
Print Room at Edinburgh. Perhaps they are too ‘poetical’, but they are in marked contrast 
to the stagy rhetoric of the Boydell group of painters, and their affinities are aU with 
Fuseli, whom Runciman does not seem to have met again after his return to Scotland. In 
less ambitious works, such as the ‘Landscape with a Hermit’ at Edinburgh - one of the few 
British landscapes in a spirit akin to Richard Wilson - or ‘David returning victorious after 
slaying Goliath’ (Plate i66a) at Penicuik House, Alexander Runciman is seen operating 
within his range and shows a fresh imagination and a sense of design which promised well 
for the future of Scottish painting. That this promise was not fulfilled must be laid at the 
door of Scottish patronage. 

AsMasterofthe Edinburgh Academy Runciman was succeeded by David Allan (1744- 
1796), son of the shore-master at Alloa and a pupil of the Foulis Academy at Glasgow, 
who also had studied in Italy from 1764 until about 1775 or 1776. Allan had studied under 
Gavin Hamilton and had won a medal at the Academy of St Luke in Rome in 1773 with 
his Origin of Painting (Edinburgh), and he too had returned (at first to London) with 
aspirations to be a history painter. But he had abandoned this Utopian desire by the time 
he finally settled in Edinburgh in 1780, where he found there was little desire for anything 
hut portraits on the scale of life, conversation pieces, and occasional scenes of genre. 
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Fortunately he had experimented with these lesser modes on a visit to Naples, where he 
had a letter to Sir WilUam Hamilton. From 1775 date various versions of a conversation 
piece of ‘Sir William and Lady Hamilton' (Earl Cathcart, etc.), and the first example of a 
genre scene firom common life by a Scottish painter, the rather trivial ‘The uncultivated 
Genius’ in the Edinburgh Gallery. But this picture is interesting as the ancestor of one of 
the most characteristic types of Scottish genre, of which Wilkie was the best exponent. 
While at Naples peasant types firom Procida attracted Allan and he painted a few studies 
in oil of such figures and many small watercolours, at Naples, Rome, and on his return 
through France, of characteristic local types of the sort which Wheatley had made 
popular with his Cries of London. Some of these, and typical scenes of common life in 
Rome and Naples, Allan exploited in a mixture of etching and aquatint, and he found a 
ready market for similar works of Scottish inspiration. These led on by natural stages to 
his illustrations to Allan Ramsay’s pastoral. The Gentle Shepherd, by which Allan is best 
known to-day, and such works earned him the absurd title of the ‘Scottish Hogarth’. His 
work is, in feet, pure rustic genre, without any overtones of satire, social, poHtical, or 
moral preoccupations. But it is the ancestor of much of Wilkie, Carse, Lizars, Geikie, and 
one of the most natural and unafiected types of Scottish genre, which never altogether 
found its counterpart in England. As a portrait painter AUan is less important. He is well 
represented in every aspect ofportraiture at Hopetoun House, but his most pleasing works 
are nmve conversation pieces, in which he followed the tradition of Zofiany without 
ever becoming felsely modish. One of the most lively is ‘The Family of Sir James Hunter- 
Blair, Bart’ (Plate 190A) I785,at Blairquhan, which is almost an anthology of the various 
motifs which can be used for large groups of children of this kind, and also shows die 
attenuated form in which aspirations to historical composition had to find their oudet. 


NOTES TO CHAPTER 21 

1. F. D. Klingender, Art and the Industrial Revolution (1947), 46. Klingender’s 
is the first book to give a serious appreciation of Wright’s importance, and I have 
dravni several ideas from it. 

2. What appeared to be the original, much darkened, appeared in Miss 
Heath Stubbs' sale, Sotheby’s, 17 Dec. 1947, lot 105. There is a small copy in the 
Derby Gallery. 

3. Duchess of Sermoneta, The Lodts ofNorbury (1940), 45. 

4. Reproduced in Sacheverell Sitwell, Conversation Pieces (1936), figure 103. 

5. Diary, i, i8j, under date 16 Jan. 1797. 

6. John Brown {yjsz-Zi) unfortunately can hardly be included in a history 
of painting, since he made only drawings and abandoned any idea of excelling in 
painting. He studied in Italy 1771 to about 1781, and perfeaed a style of portrait 
drawing which looks backward to Giles Hussey and forward to Ingres. He also 
was fiiendly with Fuseh’s circle in Rome and did a few fantastic drawings in that 
style. His most remarkable works are die portrait drawings of the founder- 
members of the Scottish Society of Antiquaries, now in the Scottish National 
Portrait Gallery. A brief contemporary account of him is given in The Bee, xv, 
Edinburgh (8 I^y 1793), 
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SPORTING PAINTERS FROM WOOTTON TO STUBBS 


After the portraits of himself, his wife, and his children the English patron of the 
eighteenth century liked best to have a portrait of his horse, and copies or engravings of 
portraits of famous horses or sporting scenes were in at least as great demand as portraits 
of the royal family or of popular heroes. But patrons were often less festidious over the 
artistic quality of horse pictures than of human portraits, and the general run of sporting 
p ainting , although of absorbing interest to the social historian and to the student of the 
turf, is on a level with the work of those lesser portraitists whose achievements are passed 
over in sUence in this book. To discuss the Sartorius tribe and such painters is no business 
of the historian of art, no matter how bitter the accusations of neglect are wont to be from 
those specialist writers who sometimes confuse the history of art with praising ftunous 
horses. The founder of sporting genre in England, Francis Barlow, was a distinguished 
painter in his own right; the ICneller of the field, John Wootton, made a valuable con- 
tribution to the British landscape tradition; George Stubbs was one of our great masters; 
and, after the period with which this book deals, Ben Marshall, who first emerges as a 
sporting painter in 1792, deserves a respectable niche in the history of British painting. 
The other figures who deserve mention are few. 

The racecourse at Newmarket seems to have been the centre from which sporting 
pictures origiruted. The three founders of the school, Wootton, Tillemans, and Seymour, 
all worked there, and some of the most attractive early sporting pictures are panoramic 
views of Newmarket Heath with a string of horses. Such paintings are rather numerous, 
and, without the signatures, it is not always easy to teU a Wootton from a Tillemans. They 
show the first marriage of the topographical tradition of landscape with a spotting 
element. 

John Wootton (d. 1756) was bom early enough to have been a pupil of Wyck in the 
1690s and to have assisted Siberechts in 1694. Wyck was a battle painter and Siberechts a 
speciaUst in a landscape style which was just beginning to break away from the topo- 
graphical tradition. To this bacli^round Wootton himself added only a specialization in 
the painting of the horse, and, in the first reference to him among the Welbeck accounts, 
in 1714, he is described as ‘ye horse painter’. He is very liberally represented at Welbeck 
and his horse portraits vary little in style from 1714 until the end of his career. The normal 
run is of pictures about 40 x 50 in., with the horse in profile, hdd by a groom, with a 
suspicion of a classic portico indicating a gentleman’s stables at one side. Sometimes there 
are two grooms, sometimes a dog is added, sometimes a classical pot, but the formula is 
constant. Sometimes too the picture is life size. From this basic type Wootton s other 
kinds of picture evolve - the sporting conversation piece, hunt groups, and so on. He was 
nearly as prolific as EneUer and prospered proportionately. Hounds also did not come 
amiss to his brush and, in his earlier years, he was not above doing a portrait of a lap dog. 
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Sometimes he collaborated with Dahl (as in the ‘Henry Hoare’ 1726 at Stourhead) in 
doing the horse for a full-scale equestrian portrait. He was an adequate, but hardly a 
scrupulous, painter of the personality of individual horses and his best pictures are those 
in which his genuine bent for landscape could be given play. Two great series of sporting 
scenes, planned to be built into a hall as decoration, are at Longleat and Althorp, and the 
latter can be dated from a passage in Lord Egmont’s Diary around 1734. In such a scene as 
‘Leaving the Keimel ’ (Plate 178A) at Althorp, Wootton appears as a good deal more than 
a sporting painter. He shows resource as a designer, a lively fund of human and animal 
observation, as well as a sympathy with his subject. If he had been given much chance to 
exploit this sort of vein he might even have become a sort of sporting Hogarth. Wootton 
is in feet at his best when he is doing something different from the pure hone portrait, and 
late works such as ‘George II at Dettingen’ 1754 (Hopetoun House) have an extremely 
lively battle scene in the background, which shows that he must have learned much from 
Wyck and refined that knowledge ■with something of the spirit of Vandermeulen. A great 
many nondescript pictures pass undeservedly under Wootton’s name, but his original 
work has always a considerable level of competence. His importance in the history of 
British landscape painting has already been discussed. 

Peter Tdlemans, who died in 1734, was an Antwerp painter who must have been some- 
what younger than Wootton. Brought over to England in 1708 he was employed at first 
in hack copying of Old Masters and then graduated into being an antiquarian draughts- 
man. In 1719 he did about 500 drawings for Bridges’s Northamptonshire. From this to 
doing views of gentlemen’s seats was a natural step, and from topographical panoramas 
to enlivening them with strings of horses was another. In his later years he did many such 
views of Ne'wmarket and he also painted horse-portraits in Wootton’s manner, but 
usually with more daintiness about his treatment of the sitter on honeback, a quality 
which can best be expressed by noting that he "was the first teacher of Arthur Devis. To 
sporting genre he contributed nothing new. 

The third of the ‘Old Masters’ of sporting painting was James Seymour (1702-52), a 
gentleman ■with some personal experiaace of the turf and a gift for drawing. He must 
count to some extent as an imitator of Wootton, but his drawings of horses suggest a 
quality of interest in the personality of the animal which Wootton did not have. He too 
settled at Newmarket and his interest, unlike Wootton’s, was solely in horses and horse- 
painting. He is thus of more interest to the historian of the turf and it may well be that 
his horses give a much more accurate account of the originals than Wootton’s do. 
But as pictures his works seem merely rather amateurish and amusing imitations of 
Wootton. Certain examples are not common, but there is an important group in Lord 
Hylton’s collection at Ammerdo^wn* which probably covers the full rai^e of his 
achievement. 

Between this first generation and the generation of Stubbs and Sa^wrey Gilpin there is 
no connecting link. Horse paintings continued to be produced but no progress was made 
m the genre, which, though lucrative, ■was considered very low in the artistic scale. With 
Stubbs it rises to a level ■with the most distinguished acldevements of British painting, 
although the struggle which both Stubbs and ^pin made to have their art recognized as 
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on a level of seriousness with the portrait painter’s and history painter’s was not crowned 
with success. 

To classify George Stubbs (1724-1806) as a ‘sporting painter’, as was done in his own 
lifetime, has been habitual since, and is repeated for convenience in this book, is assuredly 
wrong. He has no links with the sporting painters of the generation of Wootton, he never 
painted at Newmarket and horse pictures form only a part of his work, which embraces, 
in its afiectionate study, man, the whole animal kingdom, and nature. His earliest passion 
was for anatomy and he seems at first to have practised portraiture as a means of livelihood 
while pursuing his anatomical studies. Wigan (1744), Leeds, York (about 1746 to 1752), 
Hull and Liverpool were the scenes of his early practice before he made a visit to Italy, 
allegedlyin 1754, ‘to convince himself that Nature is superior to all art’.* We knownothing 
of his paintings during these years, but he gave private lectures on human anatomy to the 
pupils in Y ork Hospital in 1 746, and he drew and etched the human embryo for a book on 
midwifery by Dr Burton of York, which was published in 1751. Instead of academies and 
the Antiquehe approached the study of painting through anatomy and this training isolated 
htm firom all his contemporaries in England. Another eccentric trait for an eighteenth- 
century character was that man was much less the centre of the universe for him than a 
mere element in the animal kingdom, and he was absorbingly interested in wild animals 
of all kinds and especially in the horse. Trees and plants also received the same loving 
attention. One can imagine the kind of superior criticism from some Italian-travelled &ce 
painter which must have exasperated this imspoiled student of the natural sciences into 
visiting Italy to see for himself that there was no need for him ever to have gone there! 
On this journey too he is said to have visited Morocco and to have seen a hon attack a 
fiightened horse, an incident which laid the foundation for his interest in dramatic animal- 
history pictures. That he found horses to be preferable to human beings seems probable, 
and I cannot but suppose that he found encouragement for this view in some of the pictures 
of Albert Cuyp, which are the only artistic antecedent to which one can point. The 
dwarfing of his human figures by comparison with his horses, the emphasis on the noble 
characteristics of the beast, and the setting of it against an expanse of stmny sky and land- 
scape (often of a kind unsuited to the training of race-horses) all point to Cuyp as a 
formative influence. But Stubbs is not recorded ever to have mentioned the name of Cuyp. 
Soon after his return from abroad he went to Lincolnshire, where his earhest known por- 
traits are to be found at Scawby, and, from about 1756 to about 1760 he was engaged in 
making the drawings for a great work on The Anatomy of the Horse, in a remote Lincoln- 
shire frrmhouse, where he Hved in studious discomfort with the animals he was dissecting. 
These drawings were finally published in 1766, and it was this astonishing and monu- 
mental work, rather than any connexion with the turf, which - ironically enough - 
established Stubbs’s reputation as a ‘horse painter’, and gradually forced him to take, in 
the hierarchy of fiishionable art, a place below those who painted human beings with a 
complete disregard for their anatomy. 

In his work and drawings fijr Tite Anatomy of the Horse Stubbs places himself among the 
great natural scientists England has produced, for it is not altogether beside the mark to 
liken his work on the horse to what Vesalius had done for human anatomy. At the end of 
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ids life, about 1802 onwards, Stubbs was engaged on A comparative anatomical exposition 
of the structure of the human body with that of a Tiger and Common Fowls, which was never 
completed, from which it is plain that the leading interests of his life remained unaltered. 
But the eye of the anatomist and the eye of the artist are not altogether at one, and it is 
sometimes a fair criticism of Stubbs’s pictures that the artist yields to the anatomist. His 
animal figures will be beautifully and accurately drawn, his trees and foreground weeds 
will command admiration from the botanist, and there will be a charming landscape. Yet 
everything is not pulled together so as to produce the effect of a single act of vision. From 
uncompleted pictures such as the fiieze of ‘Brood Mares and Foals’ (Plate 181) at Went- 
worth Woodhouse, we can see Stubbs’s method. He concentrated first on the single 
figuresof horses andarrangedtheminalovely and flowing arabesque-and then the land- 
scape would have been laboriously inserted, piece by piece, between the legs. For what 
he could see with a single look Stubbs had the artist’s eye, but there were Umits to his 
creative i mag in a tion - as is proper for an anatomist - and some of his arrangements of 
wild animals, such as the huge ‘Lion slaying a Buck’ and ‘Lion seizing a Horse’ formerly 
at Hutchinson House, have too much the air of habitat groups inanatural history museum. 

After his labours on The Anatomy of the Horse were completed, about 1760, Stubbs 
setded in London and practised as a painter. He started exhibiting with the Society of 
Artists in Lydi and our knowledge of his painting begins about this time. Three large 
pictures at Goodwood - which date about 1761/2 - show the maturity and novelty of his 
work at this period. The finest is ‘The 2nd Duke and Duchess of Richmond watching 
Horses exercising’ (Plate 180), which is almost an anthology of his various abilities. 
Horses and dogs and human beings are portrayed with equal sympathy and affection, as 
well as trees and the broader aspects of English landscape. The lovely group of the horse 
being groomed at the right has a rival in English painting only in the freshest of Gains- 
borough’s Suffolk landscapes, such as the pictures of 1755 at Woburn, and Stubbs reveals 
something of the same feeling for musical rhythm in the natural grouping of figures. Yet 
the composition as a whole tends to fall to pieces and is rather an assembly of fragmentary 
fdidties. Much of Stubbs’s finest work was painted between 1762 and the foundation of 
the Academy in 1769, conversation pieces (with or without horses), some studies of vsnld 
animals, and the most splendid of his large horse portraits, the life-size ‘Whisdejacket’ 
(probably about 1767) at Wentworth Woodhouse. Yet because he was considered to 
bdlong to that lowly genre of ‘sporting painters’, Stubbs did not become a founder- 
member of the Royal Academy. The three painters of real distinction whose work 
illustrated the exhibition of the Society of Arts, after the defection of the Academicians, 
in 1769, were Stubbs, Wright of Derby, and Zof&ny. Stubbs’s intellectual affinities are 
in fiict closer widi Wright of Derby than with any other painter. Both had a profound 
interest in the natural sciences and both, in later life, had professional relations with Wedg- 
wood, one of-thfe first scientific industrialists to seek the co-operation of serious artists in 
industrial production. 

The effect ofhis exclusion from the Academy was to make Stubbs exhibit at the Society 
of Arts in 1770 only pictures which were not of a sporting kind. He showed a ‘Hercules 
and Achdous’ (a history subject in which it was proper to indude a bull), a ‘conversation’, 
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a ‘repose after shooting’, and the first of his pictures in enamel, a'Lion devouring a Horse’. 
The ‘conversation’ seems to have been the ‘Melbourne and Milbanke Famihes’ (Plate 182) 
at Panshanger, in which it must be admitted that there are three horses and a dog, yet the 
picture counts as one of the most satisfactory Enghsh group portraits of the century. One 
of Stubbs’s great quaHties, which no doubt mihtated against his success, was that he had 
no eye for fashion at all. He saw human beings of all degrees at their best when they were 
affectionately associated vdth animals, and he shows us as a result the rural Hfe of the 
Rtiglisli gentleman as no other painter succeeds in showing it, and the gentle rhythm of his 
designs, with their slow curves, makes the ideal formal language for this revelation. 

From 1770 onwards he started to experiment in the use of enamel colours on copper, 
and, by 1778, Wedgwood had managed to produce china plaques, of considerable size 
which were suitable for the same pigments. This technique gives a smooth gloss and 
polish to some of his later works, even on canvas, which is rather distasteful by modem 
standards. It was at this time, and at first for these china plaques that he designed his rustic 
idylls, but he repeated them, with a greater breadth of feeling and a fuller range of tone in 
the shadows, on panel or canvas. This can be seen by comparing ‘The Reapers’ on china 
at Port Sunlight, with the version on panel of 1783 at Upton House (Plate 179B). The 
former is hardly more than gay and pretty, the latter has something of the mood, mystery, 
and poetic feeling of early Wordsworth. Stubbs’s achievement in this kind of picture is 
very like that of Cuyp : the simple and veracious study of men and animals in a rural scene, 
as the faintly melancholy shadows of evening descend, conveys a hint of tears, and this 
feeling is echoed in a masterly way by Stubbs’s use of the formal elements of picture- 
making. 

Throughout his life Stubbs made pictures of any wild animal he had an opportunity of 
studying. Lions and tigers were his fevourite subjects - after horses - but he painted sheep 
and cattle also and a zebra, a moose, a cheetah, and a monkey as the occasion offered. In the 
1790S he enjoyed the patronage of the Prince of Wales, and, in certain pictures of the 
royal horses and servants - such as ‘The Prince of Wales’s Phaeton, with the Statc-Coadi- 
man, a Stable Boy, etc.’ 1793 (Plate 179A) - Stubbs contrived to paint a picture which 
showed his opinion of the relative importance of men and animals. It is a picture more in 
the Chinese tradition than in that of eighteenth-century Europe, and has, more than most, 
that quality of strangeness which lifts many of Stubbs’s pictures from the category of 
‘sporting art’ into the realm of the poetry of creative observation. For imagination and a 
sense for the ‘grand style’ were equally lacking to Stubbs, and for this, in his own day, he 
was not forgiven. 

Only one other horse-painter, Sawrey Gilpin, deserves to be considered as something 
more than a painter of ‘sporting pictures’, but two who were sporting painters and 
nothing more deserve mention as followers, to some ectent, of Stubbs. Benjamin Kilhng- 
beck, probably a Leeds artist, who eshibited in London from 1769 to 1789 2iid had begun 
as a portrait painter, seems to have been considerably influenced by Stubbs when he was 
working at Wentworth Woodhouse, and, after Stubbs had quarrelled with Lord Rock- 
ingham, the latter turned to Eillingbeck for portraits of his horses. One at Wentworth, 
dated 1776, is worthy of a follower of Stubbs, but such later examples as I have noted 
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show a felling off which suggests that Killingbeck would not repay study. John Boultbce 
(1753-1812)3 was a more serious painter from a respectable Leicestershire femily and 
&st exhibited in London in 1775. He does not seem to have been a direct pupil of Stubbs, 
but, during the 1780s, the influence of Stubbs is strong on him, the slow curves of his 
pattern and the rather ha2y distances. Such horse pictures as ‘Pagan and Monarch’ 1784 
at Althorp suffice to indicate the prevailing influence Stubbs’s art had on the professional 
horse-painters before the emergence of Ben Marshall in the 1790s. 

Sawrey Gilpin (1733-1807), like Stubbs, was not specifically trained to be a horse- 
painter. He came of a good family in Cumberland and was a brother of that eminent 
authority on the Picturesque, the Rev. William Gilpin. In 1749 he came to London and 
was apprenticed to Samuel Scott, the landscape and marine painter, with whom he re- 
mained until 1758. It is said that his market studies attracted the attention of the Duke of 
Cumberland, who took him imder his patronage, and it was in the Duke’s stud that he 
first devoted himself to horse-painting. Although lacking altogether Stubbs’s detailed 
knowledge of the horse’s anatomy, Gilpin had a good eye for nature and he liked Uvely 
movement in horses, whereas Stubbs preferred repose. With his training under Scott, 
Gilpin also was more experienced than Stubbs in marrying his animals with the land- 
scape and giving the whole picture an air of unity. The Duke of Cumberland’s horses pro- 
vided him with the material for his first elaborate compositions and ‘King Herod’s Dam, 
with all her Brood, employed according to their Ages’ (Society of Artists 1765), now at 
Scampston Hall, is a remarkable achievement. It contrives to make a lively picture, in an 
agreeable landscape, out of subject-matter which is primarily an equine genealogical tree. 
Composition, of the academic kind to which Stubbs was almost a stranger, came naturally 
to Gilpin and he, even more than Stubbs, must have been irked by the mean position 
accorded to the sporting painter and by not becoming a founder-member of the Academy. 
Even before the Academy was founded Gilpin had sought to elevate horse-painting by an 
admixture of history (as Reynolds was doing to portrait painting), and the outcrop of 
horse-history pictures during just these years was no doubt a bid for proper recognition. 
Between 1768 and 1772 GUpin painted three histories of ‘GuUiver and the Houyhnhnms’ 
(Southill, York, and Beaumont collection) and in 1769 he showed a sketch for ‘The 
Election of Darius’ (Plate 178B), which was the result of the neighing of his horse. He 
later painted this picture on a large scale (York Gallery) in which something of Scott and 
Marlow’s style is blent with a figrure style which suggests Luca Giordano. But Gilpin had 
to wait until 1795 before he became a.s.a. (he became r.a. in 1797). By then he had 
painted dramatic pictures in the Snyders vein like ‘The Death of the Fox’ (1793), which 
have the advantage of a naturalistic Hvehness over Stubbs’s dramatic animal-histories 
although they look flimsy beside them. Gilpin’s pictures are always the work of an artist 
(which cannotbc said of some ofthe lesser sporting painters of the time) and they are more 
vivacious than many of the works of Stubbs, but Gilpin was much the lesser man. It is 
from Gilpin’s style, however, that Ben Marshall and James Ward took the first elements 
of their art, which they were adapt to suit the landscape style ofthe next age. 
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NOTES TO CHAPTER 22 

1. Most of the Seymours at Ammerdowu are reproduced in Country Life, 26 
Jan. 1929, 126 £ 

2. Memoir of George Stubbs, printed for Joseph Mayer, Liverpool (1879), ii. 
This is one of the few sources of information about Stubbs’s beginnings. A full 
view of Stubbs will only be possible when the book on him in preparation by 
Mr Basd Taylor is pubhshcd. 

3. The few facts known about Boultbee are published by W. Shaw Sparrow 
in The Connoisseur, Mar. 1933, 148 £. 


221 



CHAPTER 23 

ROMNEY, AND FASHIONABLE PORTRAITURE 


George Romney (1734-1802) is accepted by common accord to-day as next after Rey- 
nolds and Gainsborough of the portrait painters before the age of Lawrence. This is ajust 
estimate, and we may ftirly place Romney on an isolated and lesser eminence midway 
between the greater heights of Reynolds and Gainsborough and the lower position of 
Hoppner and Beechey. Like Gainsborough, Romney was always complaining about the 
drudgery of ftce-painting, and we have the evidence of Flaxman (who became his friend 
only in later life) that ‘his heart and soul were engaged in historical and ideal paintmg’, 
yet there is little to show for this save a mass of drawings for high-flown compositions, 
mostly in the Fitzwflliam Museum at Cambridge, and one or two unsatisfectory pictures 
for BoydeU’s Shakespeare Gallery of 1787 onwards. These represent the aspirations of the 
shadowed side of Romney’s life, and we know that he was nervous, introspective, un- 
sociable, and took no part or apparent interest in the larger concerns of the world. Yet, 
by a curious irony, these very defects of character helped him to become the most success- 
ful of fashionable portrait painters. A ‘feshionable’ portrait painter is not one who, like 
Reynolds at his best, penetrates into the character of his sitter and forms a personal estimate 
of his position in the world of poHtics or society; nor one, hke Gainsborough, who could 
impose his own artistic ftntasy upon persons of a very slender personal character: it is one 
who brings forward all those neutral qualities which are valued by Society - health, 
youth, good looks, an air of breeding, or at least of the tone of the highest ranks of the 
social scale. No strong likeness is wanted by such sitters, and the artist who succeeds with 
them must have little curiosity into the secrets of personality. Romney, who seems to 
have shunned personal contact with most of his sitters as much as he shunned the risk of 
criticism by exhibiting his works, had the exact qualities of temperament which were re- 
qtiired. Add to this that his prices always remained lower than those of either Reynolds or 
Gainsborough, that he was very sensitive to good looks in both sexes, and that he had a 
fine and easily recognizable sense of pattern, and you have the ingredients which made 
for his success. He was also, like his rivals, a prodigiously hard worker and had the ambi- 
tion to succeed. 

Romney was unhke Reynolds and Gainsborough in two things in particular. There are 
no overtones, either of character or sensibility, about his portraits, and he achieved his 
patterns predominantly by line. The flowing curves and easy poses of classical sculpture 
(of the Roman period) are at the back of all his best designs, and it was characteristic ofhim 
that, when passing through Genoa in 1773, he should write that the Genoese women’s 
costumes ‘produce the most elegant flowing lines imaginable’. He also had a very good 
eye for the placing of the figure in the canvas space so as to give it the greatest importance 
possible, and a number ofhis experiments in this way approach more closely to the patterns 
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of the Society photographer of to-day than to the paintings of his contemporaries. A 
portrait such as the ‘Samuel Whitbread’ 1781 in the Provost’s Lodge at Eton has this 
quality in a high degree, and the truth is that Romney, as a portrait painter, had the dis- 
passionate eye of the camera in expert professional hands, who know that the instrument 
cannot He but are not concerned in making it tell the truth. 

Romney was the son of a Lancashire cabinet-maker and was apprenticed to a travelling 
portrait painter named Christopher Steele from 1755 to 1757, when he set up on his own 
in Kendal. Steele is said to have been a pupU of Vanloo and the two portraits by him that 
I have seen are far from contemptible. They are neat and hard and crisply drawn, neither 
gauche nor provincial, and styHstically related to Highmore. Romney’s own earHest por- 
traits, between 1757 and his moving to London in 1762, are not unhke harder and pro- 
vincial variants on Highmore and they are less accompHshed t ha n the work of Christopher 
Steele. 

On first coming to London the young painter, in 1763, won an award from the Society 
of Arts with a ‘Death of Wolfe’, which one assumes to have been m classical costume, but 
he soon setded down to portraiture. His first London period, which lasted until his visit to 
Italy in 1773, seems to have been devoted to acquiring the linear rhy thms of classical 
drapery, and it is likely that the collection of casts at Richmond House was his principal 
soiurce for diis knowledge. In the ambidous works of this period (the only time when he 
exhibited his work in pubHc) the figures are of unduly elongated proportions, and ‘Sir 
George and Lady Warren and their Daughter’ (Society of Artists 1769) and ‘Mrs Yates as 
“The Tragic Muse’” (Society of Artists, 1771) are rather pretentious essays in die Antique 
with contemporary models. The same characteristics appear more agreeably in the small 
‘The Artist’s Brothers’ 1766 (Plate 183A). It is significant that, on a brief visit to Paris in 
i764,heshouldhaveadmiredLeSueuraboveall others. Hehadnotyetseen Raphael, and it 
is understandable that Le Sueur’s use of the Antique should have seemed to him to come 
nearer to his ideal than anything he had hitherto seen. One of the maturest works of this 
period is ‘Mr & Mrs Lindow’ 1772 (Tate Gallery), in which the papery quaHty of the 
folds suggests a blend of the classical with the style of Francis Cotes. It was the mantle 
of Cotes (who had died in 1770) that Romney was to inherit when he returned from 
Italy in 1775. 

Romney’s two years in Italy, 1773-5, were passed mainly at Rome, although he spent 
some months studying Titian at Venice. He copied many figures in the ‘Stanze’ of 
Raphael, and it was this direct experience of the Antique and of Raphael which matured 
him as an artist, gave that sense of poise to his figures, and smoothed out his draperies so 
that they no longer seem carefully arranged but fell in natural and graceful lines. This 
transformation from the groping to the mature is apparent in what was almost the first 
portrait he painted on his return, the lovely ‘Mrs Carwardine & Son’ 1775 (Plate 187), in 
Lord Hillingdon’s collection. Ronmey never surpassed, perhaps later never equalled, the 
best ofhis works in the years 1775-80, while he was still fresh from his Roman experiences, 
and this portrait is the most direct expression ofhis indebtedness to Raphael, freely based 
as it is on the ‘Madonna della Sedia’. In this case he was painting the femily of a fiiend, 
with a more intimate feeling than was common for him, and we can discern perhaps 
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what might have been Romney’s stature had he not been content, or temperamentally 
compelled, to become a fashionable portrait painter. 

In 1776 he took a lease of the fine house, with its painting-room, in Cavendish Square 
that had been Cotes’s and he remained there until his final retirement to Kendal, when he 
sold the lease to Martin Archer Shee, who was to fulfil, in relation to Lawrence, the sanif 
sort of position that Romney filled in relation to Reynolds. 

Romney’s work, from 1776 onwards, is as well documented as that of Reynolds. We 
have most of his ledgers and his sitter books, and even his accounts with his frame-maker. 
He maintains an even level of accompHshment in his best work up to the middle of the 
1780s, when his nerves and his powers began to flag. To some his powers seem to decline 
from 1781, when he first came mto contact with Emma Hart (later to become Lady 
Hamilton), who exercised an almost hypnotic fascination upon his imagination, but a 
study of his dated work does not agree with this hypothesis. Seen in bulk his work is 
rather monotonous, since Romney’s mind did not enlarge, nor did he seek further refine- 
ments and perfections in the art of portraiture as both Reynolds and Gainsborough did in 
their later years. But his colour is always strong and clear and sound, and the surfece of his 
paint has stood up much better to the action of time than the experiments of Reynolds or 
Gainsborough’s subtleties. He is at his bestwith people in the bloom of youth and health, 
with fine clothes and fiuue looks, yotmg men about to leave Eton and young ladies first 
flowering upon the world and Society. Of the Eton leaving portraits ‘Earl Grey’ 1784 
(Plate 183B) is as handsome as any, posed in a convention of which Romney was fond, as 
if seen both in the studio and against a summer sky. A young woman’s portrait of the same 
date, and with the same arresting quality, is the ‘Hon. Charlotte Clive’ (Earl of Powis), 
whom one would take for an ancient divinity who has strayed into Society. The aware- 
ness of ‘Society’ is always there in Romney, in the look, in the conscious gracefulness of 
the pose, or in the movement of the arms. A comparison of what can be considered 
Romney’s masterpiece, ‘Sir Christopher and Lady Sykes’ 1786 (Sledmere; Plate 184), a 
pictureknownas ‘TheEvening Walk’, with Gainsborough’s ‘Morning Walk’, is illumin- 
ating. The figures are Roman statues in modem dress, but with gestures more momentary 
and less eternal than ancient statues. They have an air of consequence and of the height of 
&shion, which Gainsborough’s beings lack, and they could never be taken for anything 
but the portraits of individual persons, while Gainsborough’s figures can stand for the 
image of young love. 

In Lady Hamilton Romney found his own equivalent of what Gainsborot^h had 
found in his litde beggar children, the visible realization of his dreams of an ideal world, 
and Romney’s pictures of her of the 1780s are his equivalent to the fancy pieces Gains- 
borough was painting during the same years. There must be half a hundred pictures of his 
‘divine Emma’, some made firom direct sittings, some from drawings, and some fi:om 
memory. She is Circe, she is Calypso, she is Alope, or a Bacchante, or a Magdalene, or 
Contemplation. The character parts which Romney selects for her show the nature of his 
in&tuation. Oddly enough sheishardly ever what one would call ‘a lady’, and it may well 
be that the pictures of Lady Hamilton are something in the nature of an escape firom the 
tyranny of for ever painting sitters who had to be made to look like ladies and gentlemen. 
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Whatever the truth, these fiincy pictures are not, as Gainsborough’s are, one of the glories 
of British art, and, for the student of Romney, in spite of their past expMisiveness, they 
have rather a clinical than an aesthetic interest. 

It is customary to dismiss Romney’s last years with something like contempt, and it is 
true that his &shionable portraits of these years show a great falling off. Yet ujohappiness 
seems to have given him for the first time something of a perception of mature character 
and the ‘Warren Hastings’ of 1795 (former India Office; Plate 185) is a noble and serious 
portrait But it was a final flicker and Romney retired to Kendal in 1798 a broken man and 
an invalid, and died there four years later. 

Nearest to Romney in the broad, flat, planes of his modelling and in the linear clarity of 
his English period was Gilbert Stuart (1755-1828). Bom at Narragansett, Rhode Island, 
Stuart is the last of the American painters that need be considered, for, although many 
more came to England to become pupils of Benjamin West, the only one of them who 
settled and made any mark in London for a time was Washington Alston, who belongs 
wholly to the gaieration of the Romantics. Unlike West and Copley, Stuart returned to 
the United States (in 1793) to become the leading portrait painter of his own country. 

Although Stuart’s American style can hardly be said to belong to the history of British 
painting, we cannot understand Stuart wdthout taking it into account, for it seems to have 
developed the moment he returned to America, and this instinctive adaptation to the re- 
quirements of patronage suggests a mind of considerable awareness. Stuart’s New England 
style has something in conamon with Raeburn’s Scottish idiom, but his lighting is less 
theatrical. He prefers a short bust, often cut with deUberate awkwardness, no hands, and 
a strong concentration on the character and likeness of the face. West had already said, in 
the early 1780s, that Stuart ‘nails the face to the canvass’, but his portraits of English and 
Irish sitters, who had no desire for such a strong likeness, hardly give that impression. 
During his English period, therefore, we must consider that Stuart showed his genius only 
in a muted form, calculated to the requirements of his patronage. 

Stuart’s first contact with European painting was a few months with Cosmo Alexander 
in Edinburgh, before the latter’s death in 1772, but he returned almost immediately to 
New England and sailed for London in June 1775. He entered West’s studio as an assistant 
in 1777, but was free to do portraits on his own, as he first exhibited at the Academy of 
that year. In 1782 he set up on his own and is reported by a contemporary as having ‘had 
his fid! share of the bust business’. Extravagant Hving caused him to escape from his 
creditors to Ireland c. 1787/8, where he also did good business (and lived very extrava- 
gandy) until his return to America in 1792/3. But Stuart’s style is not, even technically, 
dependoit on West. His handling of paint is much more accomplished and his key of 
colour much gayer. It is difficult to suppose that he did not study Romney and he must 
certainly also have studied die portraits of Copley. His own portrait of ‘Copley’ (National 
Portrait Gallery; Plate i88a), of about 1785/6, is characteristic of the best work of his 
London period, a stror^ly lit, broadly modelled bust against a romantic sky. Ovals of 
this kind were the ‘bust business’ in wliich he spedalized and the best surviving group of 
them is the half-dozen, ranging firom 1781 to 1786, at Saltrana. With a knowledge of 
Stuart’s New England style we can read backwards into these the strong sense of character 
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and likeness which Stuart has been at pains to under-emphasize. To show that he was not 
(as his detractors had alleged) incapable of drawing the human form below the waist, 
Stuart exhibited at the Academy of 1782 the full-length of ‘Mr Grant, skating’, now at 
Washington, which was a brilliant success. But most ofhis rare full-lengths are dull things, 
for Stuart could not impart the feeling of life, which it was natural for him to concentrate 
in the fece, over the rest of the human form. The most ambitious ofhis English works is 
‘The Percy Children’ of 1787 at Syon House, which is altogether in the style of Copley, 
but without Copley’s liveliness. 

The next portraitist in public repute after Romney is John Hoppner (1758-1810), who 
admittedly had a large name in his own day, but the recent ftshion for him is due chiefly 
to assiduous puffing by the art trade some half a century ago and to the childlike desire of 
the very rich in that far-off age of collecting to fill their houses with portraits of beautiful 
women and lovely children. He had enough personal style usually not to leave any doubt 
as to whether a portrait is by him rather than by another, and yet he is for ever reminding 
us of the work of one or other ofhis greater contemporaries, at first of Reynolds and 
Romney, and later of Lawrence and Raeburn. He told Danloux that he kept a picture by 
Gainsborough in his studio as a model, and he bought some halt-finished portraits at 
Romney’s sale. He veered backwards and forwards between these rival influences, for - 
to take examples only from his best pictures - while Lord Dartmouth’s ‘Lady Charlotte 
Duncombe’ of 1794 is entirely in the vein of Lawrence, the ‘Lady Elizabeth Bligh’ (Royal 
Academy, 1803 ; Governor Fuller, Boston) might be mistaken for a Reynolds. He is best 
in half-lengths, for his full-length ladies are little more than torrents of white muslin with- 
out form or shape. 

A pupil at the Royal Academy schools in 1775, Hoppner first exhibited in 1780, and 
there can be little doubt that his earliest works, from the 1780s, in which he combmed 
something of Reynolds’s fiicture with Romney’s feeling for large pattern, are the best. 
Unexpectedly he is well represented in the National Gallery. The ‘Princess Mary’ (Royal 
Academy, 1785; Plate 189B) at Windsor and .‘Sir M, W. l^dley’ c, 1786 at Blagdon re- 
present about the peak ofhis achievement, and the former is a really very astute combina- 
tion of elements taken from Reynolds and Romney. But every one of Hoppner’s 
borrowings and combinations is contrived because it was calculated to please the flashy 
taste of those cfrcles whose centre was the Prince of Wales. He had his reward, for in 1789 
he was appointed Portrait Painter to the Prince of Wales, though he did not become 
A.R.A. until 1793 and r.a. until 1795. Happily death carried him off in time for the 
Prince, whose taste had matured, not to be too late to give his patronage to Lawrence. 
Lawrence’s portraiture has given to the Regency and to the reign of George IV a cadtet 
without which they would have cut a much poorer figure in history. Hoppner himself 
was attaining something nearer sobriety of style in his last years, as well as a more indi- 
vidual distinction, for his ‘Earl Spencer’ of 1808 at Althorp almost for the first time does 
not remind us of any other painter - or at least Hoppner has gone back to the Old Masters 
for strength rather than to his contemporaries. But the success of the portrait is a tour de 
force in spite of bad drawing. 

Hoppner’s chief rival - if we omit Lawrence - was Sir William Bcechey (1753-1839), 
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who was a better draughtsman and a more conscientious painter. But he is deadly dull. 
This praiseworthy dullness stood him in good stead, for, while Hoppner suited the flashy 
taste of the Prince of Wales, Beechey’s stohd prose was more agreeable to Queen Char- 
lotte and he was made Portrait Painter to the Queen in 1793. Beechey studied in the 
Academy schools in 1772 and first exhibited in 1776. He is said to have been a pupil of 
Zoflany and he began with small-scale full-lengths in Zoflany’s manner, but painted as 
if by a pupil of Reynolds. The few of these which have been traced are pleasing and 
original. From 1782 to 1787 Beechey was settled at Norwich and painted the Norfolk 
gentry and his sound, provincial, unfashionable style is well represented by the ‘George 
Maltby’ of 1785 in the Hall of Durham Castle. It is much more sohd and respectable than 
his attempts at pleasing London taste after he had setded there in 1787. Half a dozen 
portraits of the children of the Duke ofBuccleuch (atBowhill) show Beechey in 1789 and 
have something of the imeasy charm of the newcomer firom the country after the first 
impact of the London feshions. But, by 1791, when he exhibited the ‘Dashwood Children’ 
(Toledo, Ohio), Beechey had arrived at his final style, which was modified only by the 
increasingly ugly fashions of the next fifty years. His roots always go back to the age before 
Lawrence and his respectable prose was always a counterweight to the more fancy style, 
first of Hoppner, and later ofLawrence. We may compare with Hoppner’s ‘Princess Mary’ 
(Plate 1893) Beechey’s portrait of the same sitter (Royal Academy, 1797; Plate 189A) at 
Windsor. It is modest and gende and unassuming and lias all those domestic virtues which 
the royal family (other than the Prince of Wales) appreciated. 

Between them Hoppner and Beechey show the two opposite sides of the pre-romantic 
tradition in its last phase, and Beechey, who answers to Dahl a hundred years earher, 
carried on the tradition for persons who preferred the old modes until after Lawrence’s 
death. The other portrait painters of the early nineteenth century, Shee, Owen, Harlow, 
and Jackson, all belong to Lawrence’s following. Often distinguished in half-lengths, 
their pursuit of an elegance of which Lawrence alone held the knack gives an unfortunate 
quality to their wholo-length portraits, which Haydon neadysummed up by calling them 
the ‘tip-toe school’ of portraiture. 

One of the lesser rivals of Beechey who just deserves not to be omitted - perhaps because 
his portrait of ‘Lord Nelson’ and one or two others have become well known firom en- 
gravings - was Lemuel Francis Abbott (c. 1760-1802). From about 1780 he had a con- 
siderable vogue, especially m naval circles, and his bust portraits have distinct individuality. 
When he essayed fhe human form below the waist he was less a master. Good work by 
him can be seen at the National Portrait Gallery and at Greenwich. 
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ZOFFANY: THEATRE GENRE AND LATER 
CONVERSATION PIECES 


The class of picture which can be called the ‘theatrical conversation piece’ was rare before 
the i7(Sos, when Garrick seems to have become alive to its advertising possibilities. A 
‘theatrical conversation’ is by no means merely a scene from a play: it shows reirtain well- 
known actors in parts for which they were famous and its rise to popularity coincides 
with a change in the social position of actors, just as the conversation piece proper had 
appeared with the emergence of the prosperom middle classes. Although Richard van 
Bleeck had painted stage scenes, no actor was identifiable in them, and Hogarth’s ‘Beggar’s 
Opera’ picture, of 1728/9, which can be called the ancestor of the genre, was fiimous 
mainly because it combined the drama on the stage with drama in real Hfe, and showed 
the young Duke in the box who ran away with the heroine. Hayman’s Shakespearean 
scores are also usually unconcerned with particular actors, and it is probable that it was 
Pieter van Bleeck (1697-1764), the son of Richard, who first introduced the genre. A 
large and gloomy picture in the Garrick Club of ‘GriflSn and Johnson in The Alchymist’ 
was engraved by van Bleeck himself in 1748, with the statemoit that it was painted in 
1738, but a far finer, and rather later, example is ‘Mrs Cibber as “Cordelia” ’* at present 
on loan to the theatre at Stratford. This and Hogarth’s ‘Garrick as “Richard HI” ’ are both 
large pictures and have litde of the stage about fh.em and nothing of the conversation 
piece. The marriage of the two genres was due either to Zoffany or to Benjamin Wilson. 

Benjamin Wilson (1721-88) is an dusive and unsatisfactory figure. A native of Leeds, 
he is said to have been a pupil of Hudson, and he was at first equally addicted to painting 
and to scientific experiment. After two years in Dublin he settled in London in 1750 and 
was in a good way of business as a portrait painter for the next twenty years. To con- 
temporaries his vaguely Rembrandtesque use of chiaroscuro seemed a sign of the new age, 
and as late as 1759 he seemed to some to be superior to Reynolds. His signed and dated 
portraits on the scale of life are not numerous but enough exist, ranging in date from 
about 1752 to 1769, for us to feel sure that he was a thoroughly bad painter. The curious 
can see examples in the Leeds and Dulwich Galleries. In spite of this the art trade and its 
satdObtes have in recent years attached his name to a number of conversation pieces and 
small-scale portraits of undoubted elegance which are obviously not by Zoffany. I have 
not found a shred of evidence that any of these are by Wilson and do not believe it. None 
the less he seems to have been a pioneer in the theatrical conversation piece in the 1750s. 
In 1754 there was published an engraving after his ‘Granick as “Hamlet” ’ (a single figure), 
later came a ‘Garrick and Mrs Bellamy in Romeo and Juliet’ (which may be a small, 
battered, and feeble object now at Stourhead), and in 1761 a conversation of ‘Garrick as 
“King Lear” ’^was also et^raved. It is possible that the execution of some of these may 
have been due to Zo£&ny, who was kept by Benjamin Wilson in his house as a sort of 
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unseen painter’s ‘devil’, but the evidence is conflicting and obscure. What is certain is 
that Zoff^y freed himself, with Garrick’s assistance, from some unsatisfectory arrange- 
ment of this sort with Wilson about 1762, and Wilson painted no more theatrical con- 
versations. From about 1770 Wilson devoted himself more and more to experimoits 
into the eflSciency of Hghtning conductors, and strays out of the purview of the historian 
of art. 

Whatever the truth about his early connexion with Benjamin Wilson, Johann Zoffiiny 
or Zauffehj (1734/5-1810) was the real creator and master of this genre. A native of 
Frankfurt, he seems to have spent a long period in his youth copying Old Masters in Rome, 
and he arrived in England within a year or two of 1760 with a neat, polished, highly 
finished German style and a tendency to the lively and minute imitation of natural objects 
in the vein of the Flemish Httle masten. It is probable that his introduction to the genre of 
theatrical conversation pieces came while he was working as drapery painter to Benjamin 
Wilson, but it is a reasonable hypothesis that the inventor of this genre was Garrick him- 
self, who was a close friend of Wilson. Garrick was the first of the great actor-managers 
with a real flair for publicity and he saw how pictures of this character, popularized by 
engravings, would be the best pubUcity in the world. Certainly our continued awareness 
to-day of Garrick as a vital and living personality is largely due to his relations with artists, 
and not least to Zofiany. By a happy arrangement of Providaice, Garrick discovered in 
the young man working in Benjamin Wilson’s studio an artistic talent of limited capacity 
which was almost perfecdy suited to his purpose. The details of the transaction are 
obscure, but it is certain that, in August 1762, Zoffany, who had lately exhibited his first 
theatrical conversation, had escaped from Wilson and was Hving in Garrick’s house. 
Eight of Zoffany’s works were in Garrick’s possession at his death, mainly theatrical con- 
versations, but some of them views of his villa and domestic conversation pieces. 

The first of these theatre pictures was exhibited at the Society of Artists in 1762 and 
showed ‘Garrick in “The Farmer’s return from London’’ ’ (Plate 191A), of which at least 
three versions are known, but the first original, which was Garrick’s, belongs to the Earl 
of Durham. Its novelty and its immediate success, and the reasons for that success, can be 
gauged by Horace Walpole’s remark in his copy of the 1762 catalogue: ‘Good, like the 
actors, and the whole better than Hogarth’s’. We should not take Walpole’s judgement to 
refer to the quality of the painting (dthough Zofeny never did better) but rather to the 
feet that the subject-matter is more properly pictorial and more fully under control than 
it is in Hogarth. There is no preaching and no attempt to compress into the small compass 
of a piemre the whole matter of a novel. There is, in feet, no real gromd for comparison 
at all. 

This picture was followed in 1763 by an illustration of Garrick in a tragic role, ‘Garrick 
and Mrs Cibber as Jaffier and Belvidera’ (Earl of Durham), and Zoffany continued later 
with pictures of other actors in other plays. The theatrical series continued until 1770, 
when the vogue may have become exhausted, for Zoffany did not again exhibit portraits 
of actors und his dp rline in the 1790s. The eight or nine theatrical masterpieces of these 
yens - of which the most accessible are two at Birmingham - constitute one of Zo£feny’s 
chief claims to famp. They are bettor composed and more livdy than his other pictures, 
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and although this may be in part due to their accurate rendering of skilful production on 
the stage, it seems unlikely that, for instance, ‘Garrick in The Provoked Wife’, Society of 
Arts, 1765 (Marquess of Normanby), is really an accurate rendering of the scene as it was 
performed. During the same decade one or two other painters produced occasional 
examples of this genre nearly as good - there are single examples by Mortimer and 
Benjamin Vandergucht at the Garrick Club - but this vogue, created by Garrick, did not 
persist as a lively tradition. Samuel de Wilde (1748-1832) was Zoffany’s only close fol- 
lower in this respect, but he mainly limited himself to single figures of actors, in character 
parts, of great neatness, and the real theatre conversation piece was not effectively revived 
imtil the work of George Clint in the second decade of the nineteenth century. 

It was inevitable that Zoffany should turn his hand fiom the theatrical to the domestic 
conversation piece, which at last emerged in the 1760s from its middle-class smugness. 
Domesticity was in the air in the new reign of George III and it became fashionable to have 
groups of one’s children painted on a small scale or family groups with all one’s children 
round one. Zoffany may have been introduced to the King by Lord Bute, whose children 
he painted in two admirable groups, and the beginnings of royal favour date from about 
1766. But Zoffany still exhibited at the Society of Arts in 1769, the year of the first Royal 
Academy, though in 1770 he was an r.a. and showed a group of the ‘Royal Family’, not 
altogether judiciously attired in Van Dyck costumes, at the Academy. 

It is not surprising that George III should have shown an appetite for the work of a 
painter who was both a German and a Hmner of domesticity, and Zoffany’s most accom- 
plished conversation piece is ‘Queen Charlotte and her two eldest Children’ (Plate ipis) 
of about 1766/7, at Buckingham Palace. It is one of the prettiest and neatest of English 
eighteenth-century pictures. Though very fiir removed from anything which can be 
called ‘great art’, in British painting before the age of Turner and Constable we should be 
grateful for small mercies - and this is one of them. It is the best designed of all Zoffany’s 
works and in the minute imitation of nature, a thing which usually pleases royalty, it is 
unexcelled. We can recognize the dock, which is still at Windsor, the picture over the 
door, and there is a perfectly recognizable image of a lady-in-waiting seen reflected in a 
mirror in the ante-room. Although George Ill’s father, Frederick, Prince of Wales, had 
set the fashion for royal portraits of a certain informahty, this is the first picture of the 
kind to be commissioned by a British king, and Zoffiiny later did admirable life-size half- 
lengths of the King and Queen in an informal manner, as if they had been private dtizens. 
This tendency was directly opposed to the formality of Reynolds in doing portraits of 
important personages, and in Zoflfany we have, almost by acddent, the leader of a sort of 
popular reaction, sponsored by royalty, against the high-flown tendency of offidal art. 

Support will never be lacking for the meticulous imitation in paint of the predse setting 
of daily life, and the attempt at arriving at a presentation of reaHty by simple enumeration 
has been at die bottom of such earnest painting as that of the Pre-Raphaelites. In the 
domestic conversation piece Zofiany carried it to its extreme in ‘Sir Lawrence Dundas 
and his Grandson’, of about 1769 (Marquess of Zetland), in an interior where not only the 
chairs, the carpet, and the standish are portraits, but all the eleven pictures on the walls 
and aE the seven bronzes on the mantelpiece canbe identified. Zofenybecameh3q)notiKd 
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by his own skill and produced for the Academy of 1772 ‘The Life-Class at the Royal 
Academy’ (Windsor; Plate 190B), which is almost a miracle ofimprovisation, for we have 
Walpole’s evidence that he made no design or plan for the picture but ‘clapt in’ the figures 
of the Academicians, one by one, as he got the chance of taking their likeness. It is from 
this point that we can mark Zoffany’s decliue. His skill remained the same at first but he 
became lazy about the intellectual operation involved in composing a picture. From 1772 
to 1776 he was at Florence, where he devoted untiring patience to a picture of ‘The 
Tribuna of the Uffizi’ (Windsor), with all its pictures and statues, most of the British 
colony in Florence, and a good deal of bric-i-brac for full measure. This has ceased to be 
a picture, and is simply a prodigy - and a historically frscinating one - of pictorial imita- 
tion. He was back in England (by way of Vienna) by 1779 and carried his bric-li-brac 
method of designing even into his conversation pieces, as in ‘The Sharp Family’ (Royal 
Academy, 1781) in Miss Lloyd-Baker’s possession. A visit to India (1783-9) increased his 
prosperity but further undermined his artistic conscience, and the work of his last years 
adds nothing to his reputation, although the ‘Charles Towneley among his Marbles’ 
(Royal Academy, 1790) in the Burnley Art Gallery is a rather better organized experi- 
ment in the vein of ‘The Tribuna’ and showed that his powers of imitation had not 
flagged. Zofeny also occasionally painted fancy pieces and portraits on the scale of life. 
The full-length of ‘Mrs Oswald’ in the National Gallery, of about 1770, is altogether 
exceptional, but it deserves mention as one of the best pictures of its kind and period by 
one who does not figure among the great names in British life-scale portraiture. 

Zoffany’s pupil, Henry Walton (1746-1813), has already been mentioned as one of the 
best painters of fancy pictures in le genre sirieux and he also occasionally tried his hand at 
the conversation piece, adding to Zofiany’s formula just what Zofiany lacked, a sense fisr 
tone and a sense of breeding. But his work in this genre is exceedingly rare, as also is that 
of Hugh Barron (c. 1747-91), a pupil of Reynolds who executed a few conversations in 
Zofiany’s style at the end of the 1760s and early 1770s. It is Francis Wheatley whose work 
in portraiture is most often confused with that of Zoffeny. 

Francis Wheatley (1747-1801) was an artist of much greater variety than Zoffany and 
is best remembered to-day for his latest style, pictvues from common life in the country 
or the rural side of dty life, of which the Cries of London, engraved in 1795, are the most 
femiliar. The originals of these were shown at the Academy in 1792/3 and some are now 
at Upton House. These are in a tradition which descends from Mercier and Hayman, 
through Henry Robert Morland* (1716-97), the fether of George Morland, and may 
owe something of their added sweetness to a tincture of Greuze. But Wheatley has a 
richer personality than these late works would suggest. 

He first exhibited at the Society of Arts in 1765 and these early works were almost 
wholly small-scale portraits or conversations. He may well evoi have been a pupil of 
Zoffeny, but he looked elsewhere for the qualities which Zofeny lacked, a broadness of 
touch and a feeling for tone and the quality of English landscape. Indeed his ‘Landscape 
with a Harvest Wagon’ 1774 (Nottingham) is a shameless, but not insensitive, crib of 
Gainsborough’s pictiue in the Barter hxstitute at Birmingham. From 1779 to 1783/4 
Wheatley worked in Dublin and painted the pictures in which his indebtedness to 
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Zoffany is most manifest. ‘The Irish House of Commons’ 1780 (A. D. F. Gascoigne) is 
exactly in the spirit of Zoffany’s ‘Life-School at the Royal Academy’ but is more sensitive 
in touch, and the ‘Family of the Earl of Carlisle riding in Phoenix Park’ 1781 (Casde 
Howard) has married Zoffany’s minuteness to something of the broad feeling for land- 
scape of Stubbs. On his return to London Wheatley continued small-scale portraiture 
until the end of the 1780s, and pictures such as ‘Arthur Philip’ 1786 (National Portrait 
Gallery; Plate 164B), with its broad touch, clean outline, and clear Romney-like colour, 
show how superior he had become to Zoffany in everything which goes to make a work 
of art. It may well be that Wheadey is the correct candidate for the best of the conversa- 
tion pieces which have been masquerading under Benjamin Wilson’s name. 

But Wheadey abandoned diis vein for the sentimental bourgeois genre which was 
beginning to be popular, and in his ‘Mr Howard offering Relief to Prisoners’ 1787 (Plate 
192A) at Sandon (which was exhibited at the Academy of 1788) he made the nearest 
approach to a Greuze achieved by an English painter. The ‘proper’ relations between the 
upper and lower classes are here fully displayed, and, in all his later works of this kind, 
although the representative of the upper classes is not present, he is there by implication 
in the spectator. It is not surprising that pictures of this kind should have become popular 
in the more idealistic period of the industrial revolution, and they have kept their popu- 
larity among the collecting classes to-day. Periodically, in the history of taste, it is dis- 
covered that the lower orders are very picturesque. Wheadey also painted a number of 
pictures for Boydell’s Shakespeare Gallery and he contrived to introduce exacdy the same 
social sentiment into ‘Polixenes and CamiUo in the Shepherd’s Cottage’ as he had shown 
in the picture of Mr. Howard’s benevolence. 

In the later 1780s the conversation piece almost vanished from the fashionable scene 
and the small-scale full-length was limited either to the provinces, as in the work of the 
young Beechey at Norwich, or to very secondary painters, such as Mather Brown, an 
American pupil of Benjamin West, whose even leatheriness (enlivened only very oc- 
casionally by flashes of insight) barely deserves notice. Only in Scodand, in the work of 
David Allan and the young Nasmyth, did the tradition of conversation painting penist. 
The fashionable world of London preferred the watercolours of Downman and the 
miniatures of Cosway. In the pre-Rcgency and Regency world these two artists took the 
place of the conversation painters of the earlier yean of the reign of George HI. 

John Downman (c. 1750-1824) came to London in 1767 and became a pupil of West, 
entering the Academy schools on their first formation. His early oil portraits on the scale 
of life are gauche, but he visited Rome 1774/5, and was setded for a time at Cambridge in 
1777, where he painted a number of small-scale oil half-lengths on copper of both Town 
and Gown, which are like neat and elegant large miniatures in the style of West’s best 
portraits. He travelled round the country for a year or so and soon setded in London, 
having perfected a method of taking charming likenesses. He would make his studies in 
coloured chalks and then produce one or more repetitions in lighdy tinted watercolours. 
The earlier are usually ovals and have something French about them, the air of a hihelot. 
He excdlled with children and with young and lovely people of fiishion, and he achieves 
a faint fragrance of character exacdy suited to his almost evanescent medium. This 
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evaporates in his own oil portraits on the scale of life, and when he attempts small-scale 
histories in oil, such as ‘The Return of Orestes’ (Royal Academy, 1782), or ‘Edward IV 
and the Duchess of Bedford’ (Royal Academy, 1797), he only gives the impression of a 
number of desperately modish persons performing private theatricals. But, in his own 
m ediiim, he captures the fleeting charm of Regency society as Hoppner, in his clumsier 
paint, never did. His quality hardly alters throughout his long life, but the dowdier 
clothes of the years after 1800 suit his medium less. His art is gracious, while that of 
Cosway is foppish. 

Richard Cosway (1742-1821) was a youthful prodigy, who won many prizes for his 
drawings in the 1750s. Although he had exhibited throughout the 1760s, he studied in the 
Academy schools at their first opening and was rewarded by becoming A.11.A. in 1770 
and R.A. the following year. He set up as a fashionable portraitist on the scale of life and 
his oil portraits are more numerous and less deplorable than is usually made out. He 
painted large oils right into the nineteenth century, but his forte was in miniatures, which 
are invariably exquisite in execution and of tip-top elegance. Cosway was a fop and a 
‘character’ and was for some years intimate wifh the Prince of Wales, and he made a stir 
in Regency society such as no miniaturist had made before. No portraits give quite such 
a convincing image of that artificial world as the rniniatures of Cosway and of his more 
pedestrian rival, George Engleheart (1750-1829), and the miniature again, after a long 
lapse since the days of the Restoration, deserves to be mentioned by the historian of British 
painting. It is presumably no accident that this medium should have flourished luxuriantly 
at two periods which show a certain similarity with one another in the corruption of their 
manners and the prodigality of their wealth. 


NOTES TO CHAPTER 24 

1. Reproduced in Journal of the Warburg and Courtauld Institute, x (i947)» 
Plate 25A. 

2 . For what is known or surmised about Henry Morland see Martin Davies’ 
National Gallery Catalogue, The British School, sub voce. 
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CHAPTER 25 

LATER LANDSCAPE IN OILS: 

EARLY WATERCOLOURS 

It would be natural to expect that something like a continuous development could be 
traced in landscape painting in oils to mark the gradation from the classical landscape of 
Wilson and the rococo landscape of Gainsborough to the consummate presentation of the 
English scene which flowered in Turner and Constable. But no such gradual transition is 
to be discerned and the fructifying influences on Turner and Constable were the early 
watercolour painters and the great masters of the Dutch school. This is not to say that 
landscape painting in oil was not practised abundantly, and that a few names are not 
deserving of mention. The chief painters are de Loutherbourg, George Morland, and 
Ibbetson. 

It is probable that, of these, Phihp James de Loutherbourg (1740-1812) was the most 
important and influential painter. He was an Alsatian, son and pupil of a miniature 
painter, and had studied under various practised hands, more particularly the battle painter 
Francesco Casanova. In 1767 he became a member of the French Academy and exhibited 
at the Salon of that year battle-pieces, marines, and landscapes, which earned a good deal 
of comment from Diderot, who admired their workmanlike qualities, but compared them 
unfrivourably with Vemet’s works. De Loutherbourg was in feet an extremely capable 
professional artisan. He could paint anything he liked out of his head, but was too lazy to 
refer back to nature. All this professional baggage he brought over to London in 1771, 
with an introduction to Garrick, who induced him in 1773 to become his stage and 
scenery designer. After Garrick’s death he continued to practise this art with aplomb up to 
1785. This gives a clue to the style of Loutherbourg’s landscapes: they are generally 
arrangements of scenery. Loutherbourg knew his W ouvermans and his Berghem by heart 
and his contribution to British landscape painting was this European background. 
Curiously enough, it is in his earlier work that he took more trouble to adapt his style to 
the English scene and his ‘A Midsummer Afternoon, with a Methodist Preacher’ (Royal 
Academy, 1777, at Ottawa; Plate 192B), has a good deal of the savour of Rowlandson 
transferred to oil paint. In Mr R. S. deQuincey’s ‘Storm’ (probably Royal Academy,i 778 ) 
the same characteristics have been added to a dash of C^insborough and the result is a 
more 'sdgorous picture of the type which Morland was soon to make popular, only the 
trees and the landscape have a slightly ‘foreign’ air. But soon Loutherbourg gave up 
attempting to represent the English scene and simply painted out of his head landscapes 
with pastoral figures or soldiers foraging, or even views of the Danube. His religious 
scenes for Macklin’s Bible can be passed over in silence, and after 1800 his preoccupation 
with stage scenery and a sort of panoramic moving peepshow, called the Eidophtmkon, 
which he had opened in 1781, led him to devote his energies to an enormous ‘Battle of 
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Valaiciennes’, which found its way to Easton Neston. These are works of ingenuity 
fa flipr than art, and he was also associated with a polygraphic method for reproducing 
Ijis and other people’s pictures which stiU sometimes deceives the unwary to-day. But 
for all this, in his best pictures he anticipated all that was worth anticipating in George 
Morland. 

George Morland (1763-1804) was thesonofapainter apparently named Henry Robert 
Morlani who was an occasional portraitist but is best known for genre pieces in the style 
of Mercier, which he repeated with too great frequency. A ‘Ballad Singer’ by him is in 
the National Gallery and versions of his two most popular designs of ‘Laundry Maids’ are 
at the Tate. More important for liis son’s education was the fact that he was a restorer of 
Old Masters and presumably a dealer as well, and he employed young George, who was 
something of an infant prodigy in executive ability, to repair and to fake Old Masters of 
the Dutch school of landscape. George Morland, who was articled to his father from 1777 
to 1784 and seems to have been kept in fairly strict durance, thus acquired by force some- 
thing of the same cosmopolitan training that de Loutherbourg had received, and was a 
master of the international landscape style as soon as he set up on his own. Although more 
abundantly forged in his own lifetime than the works of any other painter, Morland’s 
paintings have long continued to fetch high prices quite independendy of changes in 
&hionabie taste. The same unusual phenomenon is found in the works of Teniers and 
we may not unreasonably consider Morland a sort of English Teniers. The works of both 
painters are nicely, and even freshly, executed and they are quite briUiandy lacking in 
intellectual qualities. As long as there are private collectors of means there will always be 
some to whom Morland will readily appeal, and once such a person starts collecting Mor- 
land, he collects him in bulk. Morland’s more recent apologists have sought to explain 
this by considering him one of the most ‘essentially English’ of painters, but Morland’s 
only ‘essentially English’ qualities were his liking for gin and low company, and his style 
was nearly as international as that of dc Loutherbourg. If the best of Morland’s landscapes 
be compared with one of Turner’s English views this distinction will become dear. But 
Morland does come very close to the heart of common things. The piggishness of his 
pigs and the dampness of his wet woodlands are very complete, but for all that, he did 
aot love trees and shrubs as Constable did, hardly even enough to have been an in- 
spiration to Constable. A good and typical specimen of his work is ‘The Tavern Door’ 
(Plate 175A). 

Morland’s youthful exhibited works were stained drawings, but when he first set up 
on his own, for a few months in 1785 at Margate and later in the same year at St Omer, it 
was as a portraitist. But he first came into public notice with worb in Wheatley’s latest 
style, fancy pseudo-rustic pictures, a sort of Greuze in muslin. A series of pictures of 
‘lavinia’ (not from Thomson’s Seasons, but from The Adventures of an Hackney 
Coach), one of which was shown at the Academy of 1785, represents his first mature 
style. These were popularized by engravings, and one would be hard put to it, from the 
engravings and without Morland’s name, to guess that they were not by Wheadey. In 
1786 Moriand married the sister of the engraver William W ard and his worb were largely 
popularized by engravings of excellent quality from then onwards. 
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Morland’s best work was done between 1788 and 1798 and is wholly consistent in style, 
though uneven in execution: peasants and animals in and about the farm, the interion of 
stables, rustic figures in a landscape and occasionally such poignant figures of common life 
as soldiers, sailors, or deserten. It is a characteristic virtue that he is at best with childrca 
and animals, and the more dressed up his people are, the further they are from nature. 
The very large ‘Inside of a Stable’ of 1791 in the National Gallery is as fine an 
example as any, of his best period. It is suflSdendy remarkable that a man who chiefly 
painted in the intervals of dissipation should have been able to bring to completion a 
picture so large and of such sure design. All Morland’s natural talent and effordess ability 
is to be seen here, but he never improved upon these. Had he given his genius any en- 
couragement he might have been worthy to rank with the masters of the succeeding age. 
But he spent much of his time evading his creditors and profited by hiding in the Isle of 
Wight in 1799 to paint some coastal landscapes. His pictures become more shpshod with 
advancing years and it is no longer possible to distinguish altogether between his 
own inferior work and that of his innumerable copyists. But at his best he has a firesh- 
ness of touch and a command of tone which Uft his works above those of most of his 
contemporaries. 

The third painter who deserves mention is Julius Caesar Ibbetson (1759-1817). The 
background of his style is equally international, for he came to London in the later 1770s 
and was employed in copying or forging Dutch landscapes and also the works of English 
painters, such as Gainsborough or Wilson. Imitations or copies of Gainsborough’s Suffolk 
landscapes of tie 1750s are particularly deceptive and this sort of work formed the chief 
element in Ibbetson’s style: the other element was de Loutherbourg, and the small 
Shakespearean scenes which Ibbetson painted for Boydell’s Gallery would pass very well 
as the work of Loutherbourg. Most of Ibbetson’s life after 1800 was spent in his native 
Yorkshire, where the sweeping landscapes and the old topographical tradition had a 
better effect on his art than all the learning of die studios. His later Yorkshire views are 
competent and neat and charming, but they are closer in style to the topographers of 
the 1750S than to the giants of landscape painting who were practising in London at the 
same time. 

Far more important than these painters in oil were one or two watercolour artists, 
whose direct study of nature and observation of the particular tone of the British scene 
led up to the work of Girtin and Turner in die 1790s. It is with Turner and Girtin that the 
historian of our great age of landscape painting must begin. 

The climate of the United Kingdom is decidedly moist, and the particular beauties of 
atmospheric effect with which those who put up -with it are sometimes rewarded are the 
result of this moisture. Watercolour is undoubtedly the medium best adapted to render 
these transient effects, and we need look no further afield for the reason which has made 
watercolour painting one of the peculiar glories of British art. But this discovery was not 
made until men began to see beauty in these transient effects of nature, and it is no accident 
that the first mature period of watercolour painting should have coincided with the ap- 
pearance of the early poems of Wordsworth and Coleridge. But for it to have developed 
so rapidly, once the ^ire for it was fdt, demands a long tradition in the use of the medium, 
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and the medium of watercolour had been in use in humble hands, whose need 
not find mention in a general history of British painting, throughout the whole of the 
eighteenth century. 

At the beginning of the century there were many skilled topographical draughtsmen 
who employed watercolour in the service of antiquarian persons. The professional used 
piaitily a greyish or brownish wash, which he enlivened with occasional notes of colour: 
but amateurs sometimes used a liveUer and more varied palette. The aim of the s e rin t^^d 
drawings was to render faithfully the lineaments of buildings or ruins, and the picturesque 
effects of light and tone produced by the vagaries of our climate were a hindranr ^ to this 
purpose and not taken into account. The great landscape artists of the classical period of 
British painting were not interested in accurately portraying existing natinal beauties, 
and we can captine the exact tone of contemporary thought in a letter from Gainsborough 
(undated, but written probably about 1 762) to the Earl of Hardwicke, who had asked him 
to paint a picture of some particular spot: ‘Mr Gainsborough presents his humble respects 
to Lord Hardwicke, and shall always think it an honour to be employed in anything for 
his Lordship, but with respect to real views from Nature in this country he has never seen 
any place that affords a Subject equal to the poorest imitations of Gaspar or Claude. Paul 
Sandby is the only man of genius, he believes, who has employed his pencil that way.’* 
It is withPaul Sandby, the only watercolour painter of landscapes to be one of the founda- 
tion R.A.S, that we may reasonably begin. 

Paul Sandby (1725/6-1809),® the younger brother of the architect (and topographical 
draughtsman) Thomas Sandby, lived right through the rise and blossoming of British 
watercolour painting. He himself would probably have said that he survived into the 
time of its decay into a ‘wild rumble-tumble (or anything else you please) of penciling', 
if, as one may suppose, that expression, used by his son in his obituary notice of his &ther, 
echoes the old man’s exasperated words. He himself was trained in a more austere tradition 
and he emerges quite Uterally from the tradition of the topographical draughtsmen. He 
and his brother came to London from Nottingham in 1 741 to take up appointments in the 
Drawing Office of the Tower, the ancestor of the present Ordnance Survey Department, 
and Paul was sent as draughtsman •with the Ordnance Survey party which went to survey 
the Highlands ofScotland after the rebellion of 1745. Up to 1751 he worked on the survey 
or in Edinburgh and this period in Scotland is the formative period for his art. Kept con- 
stantly to the fiiithful imitation of nature by the meticulous requirements of map-making, 
he was yet surrounded with some of the most picturesque scenery in the kingdom, and by 
a landscape which was exceptionally prone to atmospheric variations. He emerged alo'ving 
and fiiithful interpreter of the British scene and he did not neglect figure studies from the 
daily life of Edinburgh or from the soldiers on the survey party. About 1752 he came to 
London and he lived the rest of his life mainly in London or •with his brother in Windsor 
Great Park, but made several excursions (after 1770) to Wales. He occasionally practised 
in oils but nearly all his work is either in transparent watercolour or in gouache, and many 
ofhis most important drawings he reproduced as aquatints, a process which he introduced 
iuto England, He was one of the first who drew in watercolour ■with the brush and did 
not limit himself to •washing or tinting dra'wings made first with the pencil, and the most 
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Splendid series of his works is in the collection at Windsor Castle, where nearly every 
phase of his art can be studied, not least the series of views of the Castle itself. Sandby’s 
works are the first ‘real views firom Nature’ to form the bulk of the achievement of a con- 
siderable artist, and they are not, as Samuel Scott’s had been, arranged into compositions 
according to the principles of Canaletto. His aim, in his son’s words, was to ‘give to his 
drawings a similar appearance to that seen in a camera obscura’ and he ‘never introduced, or 
depended at all upon violent contrasts for effect’. A later generation was to discover that 
violent contrasts could also be an important element in the truthful rendering of the 
English atmosphere. Sandby’s studies of trees in Windsor Great Park also deserve attention 
as the beg innin gs of that loving portraiture of individual trees which was to become a 
passion with Constable. With the after-knowledge of Constable’s work Sandby’s trees 
seem still to be rather formal beings, but they are much closer to Enghsh nature than those 
in the classical EngHsh landscape painters, and a date which deserves to be recorded in the 
annals of British painting is 1793, when Sandby painted a room at Drakelowe entirely 
with forest foHage (Plate 175B). This room has now found its way into the Victoria and 
Albert Museum. 

The figures are not the least among the charms of Sandby’s watercolours, but they 
rarely predominate in his art. Exactly the opposite is the case wdth the other great water- 
colour master of this phase of painting, Thomas Rowlandson (1756-1827). Although a 
full generation younger than Sandby, he belongs to the same technical phase of the art as 
the older man and remained equally uninfluenced by the innovations of his younger con- 
temporaries. His style became fixed about 1780 and he never altered it. He deserves atten- 
tion for his great gifts as an artist, which appear with surprising frequency in the torrent 
of dravwngs which flowed from his pen. But he is an isolated figure, since his subject- 
matter never entered the traditional repertory of British watercolour painting, and that 
subjert-matter was the rollicking life of the times. He is a Morland of greater gifts run to 
caricature. 

Like Morland, Rowlandson benefited by some study in France, where he was trained 
in figure drawing from 1771 to 1773, and his sense of rhythm and the bounding hfe ofline 
is in the French rococo tradition and unlike anything English. Like Morland too, he spent 
his life predominantly in low company, but with much greater profit to his art, for he 
depicts it with an amoral objectivity which gives it Hfe, and the characters in Morfand’s 
pictures, for all that they were studied from his boon companions, appear refined into the 
creatures of a respectable female novelist when compared with Rowlandson’s. But Row- 
landson had an over-developed sense of the ridiculous, which, though a comfortable 
armour for a layman in his passage through life, is a disadvantage ft)r an artist of such 
natural gifis who is not inspired as well - as Hogarth and GiUray were - by a social con- 
science and a divine indignation. It is where Rowlandson comes closest to Sandby, as in 
his ‘Skaters on the Serpentine’ of 1784,2 where his rollicking feeling for life is added to 
great truth of atmospheric tone, that we can see his contribution to the landscape tradi- 
tion. There are as yet no violent contrasts of effect, but Sandby’s pladd style has been 
shaken up and enriched and an advance has been made towards the full interpretation of 
wind and sky. 
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Parallel with this purely native tradition there grew up, during the same years, what 
has been called the ‘Southern School’ of watercolour painting, practised by artists who 
drew their subjects from the scenery of Italy or Switzerland. Starting in the same way as 
the topographical school had started, with gentlemen taking a watercolour painter with 
t h^m on their tours to depict the splendours of the scenery, a new attitude towards the 
subject-matter was soon evolved. The grandeur of mountain prospects, solitude, and the 
moods which the poetic traveller associated with southern landscapes became the painter’s 
object. The great initiators of this school are Alexander Cozens (c. 1715-86), who setded 
in pTi glaud in 1746, and his son, John Robert Cozens (c. 1752-99). Both were associated 
with William Beckford, one of the prime figures of the Romantic period, and their work 
forms a necessary prelude to the consideration ofT umer. It was fiom the marriage of these 
two traditions that the great British school of watercolour painting emerged. 


NOTES TO chapter 2 $ 


1. Quoted from W. T. Whidey, Gainsborough, 358. 

2. The earlier literature on Sandby has been substantially corrected in A. P. 
Opp6, Sandby Drawings at Windsor Castle {1947); and by articles by A. P. Opp6 
in Burt. Mag., ixxxvm (June 1946), 143 £; and by E. H. Ramsden in Burl. 
Mag., txxxix (Jan. 1947). I 5 S'- 

3. Reproduced in Laurence Binyon, English Watercolours (1933), 68. This 
book forms the best short general introduction to the whole subjert. A full 
account of many minor craftsmen has been published by lolo Williams (195a). 
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CHAPTER 26 

PAINTING IN SCOTLAND IN THE 
EIGHTEENTH CENTURY 


S COTTISH painting of this period is still a very lightly explored field. Most of the painters 
of real stature, from the time when Aikman in 1723 had migrated to London, went south 
and the most distinguished of them all, Allan Ramsay, although he made periodical visits 
to Edinburgh (and probably stole the best commissions from the local painters) , was based 
on London and has to be considered in the broader panoranaa of British painting. The 
same is true of the history painters, Gavin Hamilton and the Rundmans, whose works, 
in so far as they were exhibited at all, were shown in London. It was not imtil the begin- 
ning of the ‘romantic’ period, with Raeburn, that Scottish society reached a condition 
when it could fully employ a native painter of international quaUty - and Raeburn belongs 
with Lawrence to the nineteenth century. There was, however, a steady stream of patron- 
age to artists who never strayed south of the Border between the 1720s and 1780s, and a 
consistent body of portraiture survives (and a few other paintings), which makes a slight 
sketch possible. Outside London there is nowhere ebe in the kingdom where a continuous 
tradition can be treced to anything like the same extent. A certain number of the painters 
had Jacobite leanings, which found them ready patrons at home and made them unwilling 
to stray into the sbter kingdom. 

The first in date is John Alexander, a great-grandson of George Jamesone, who was 
probably bom in Edinburgh about 1690. He was in London in 1710, copying Scottish 
hbtorical portraits, and in Rome at least from 1714 to 1719. Back in Scotland in 1720 he 
painted the unique example of Scottish baroque painting, an enormous canvas of ‘The 
Rape of Proserpine’ 1720/ 1 for the roof of the staircase at Gordon Castle. The big picture 
has vanished, but the little ‘modello’ (Plateititis) bin the Edinburgh Gallery. Thoughhard 
and hny in outline, it b not altogether negligible in design and shows that the baroque spirit 
had found its way to north of Aberdeen. In Gordon Castle too - the collection was dis- 
persed in 1938 - were thirteen portrdts by John Alexander ranging in date from 1736 to 
1743. A few of these now bdong to die Duke of Hamilton and are as capable as the 
secondary line in London portraits at the^time. Alexander was ‘out’ in 1 745, and may have 
gone to Rome widi hb son. But he was back by the 1750s and working at Aberdeen till he 
dbappean from view about 1757. Hb son, -Cosmo Alexander (1724-72), ako claimed to 
be a hbtory painter but notiiing but portraits' have survived. These exbt in relatively large 
numbers in houses throughout Scotland and are more sophbticated in style than hb 
dither’s. He too was ‘out’ in 1745 and retired to Rome, where he b recorded in 1749. Back 
in Scotland by 1754 he improved hb mind and style by travelling and was a member of 
the painters’ guild at Ihe Hague 1763/4. From hb Dutch period dates a group of Hope 
portraits, one of which, ‘Adrian Hope’, b in the Edinburgh Gallery and show^ marked 
affinities with the style of such Dutch painters as Troost or P. van der Mijn. After a visit to 
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London in 1765 he toured the eastern seaboard of the United States from 1768 to 1772 and 
returned to Edinburgh shortly before his death, bringing with him the young Gilbert 
Stuart, whose first teacher he seems to have been. The frmily dynasty was carried on by 
Cosmo Alexander’s brother-in-law. Sir George Chalmers (c. 1720-91). His father had 
been a herald painter and his own portrait work (and engraving) begins 1738. He was in 
Minorca in 1755 but back in Scotland by 1760, where he married Isabella Alexander in 
1 768. He had looked at Reynolds but he had the Alexanders’ wiry outline. In his best work, 
such as ‘WilHam Hay’ 1770 at Duns Castle, he is on a levd. with such a painter as TiUy 
Kettle. Scottish patronage does not seem to have sufficed for him, as he settled in Hull 
about 1776/9 and later in London, where he died. 

Aberdeen was also the main base and home of the most interesting of the earher por- 
traitists, William Mosman (c. 1700-71), whose work there can be traced fromi73i. There 
is some evidence that Mosman may have studied in Rome under ImperiaH, probably in 
the 1730S and a Httle before Ramsay entered Imperiah’s studio. Ramsay in 1740 seems to 
have thought him the best painter working in Scotland and he was then working in the 
southern part of the country. His ‘Mrs James Stuart’ 1740 (Edinburgh) still has a fiiint 
Mediterranean flavour about it and Mosman’s best work dates from the 1740s. Later it 
becomes more provincial and he was settled in Aberdeen by the middle 1750s, where he 
taught drawing at the two universities. 

Mosman may have been driven north by abler practitioners of the London modes who 
came to Edinburgh. Peter De Nunc (of a fbiuly from Ross) , signed portraits from 1 742 to 
1751, and, at his best, was very close to Hudson in style; and from 1751 to 1763 a painter 
who signs ‘R. Harvie’ was active in the Border Country in a closely related style. But the 
ablest of the native Edinburgh painters in the middle of the century was William MiUar. 
Millar is first foimd copying Ramsay portraits in 1751 and he modelled his style upon 
Ramsay, who, although not his teacher, expressed a high opinion of him. He was active 
until at least 1775 and his ‘Thomas Trotter’ 1767 at Edinbiurgh has a real grasp of Scottish 
character and an agreeable quality of paint. 

In 1760 Wilham Delacour, a Frenchman who is recorded in London in 1747 and who 
had Jacobite connexions, came to Edinburgh to be the first Master of the Trustees 
Academy. He painted-occasional portraits, but his most interesting works are large wall 
paintings in a mixed Gaspard Poussin-cum-Pannini style which put the provincial work 
of the None firm in the shade. The ballroom at Yester was decorated in this way by 
Delacour with large pands dated 1761, and these seem to have served as models for the 
similar and competent work by Charles Steuart, a GaeUc-speaking AthoUman, who 
painted the Saloon at Blair AthoU from 1766 to 1778. 

Painters in Scotland would suddenly become fiishionable for a year and then disappear. 
A certain F. Lindo, probably an Englishman, painted a number of portraits in 1761, and 
onej. Clark was acquiring a reputation in 1767, when he was enabled (in about 1768) to 
go and study in Naples by the generosity of Sir Ludovic Grant and Sir John Dalrymple. 
He seems to have flourished moderately as a painter in Naples until his death about 1801. 

It was in the 1770s that painters who had been trained in London began to return to 
Scotland for a Hvelfliood. John Thomas Seton, a pupil of Hayman, who had fiurst exhibited 
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in London in 1761, settled in Edinburgh in 1772 and painted life-size portraits as well as a 
few conversations, of which one in the Edinburgh Gallery was long understandably mis- 
taken for a Zoffany. These works were certainly up to the level of works in the London 
exhibitions. From 1776 to 1785 Seton visited India, where he made a considerable fortune 
and painted a number of Nabobs, from Warren Hastings dovrawards. He returned once 
more to Edinburgh, where he was living as late as 1806. The ambitious full-lengths of his 
last period, such as the ‘Lady Catherine Charteris’ 1786 at Gosford, which is planned in the 
Reynolds tradition of twenty years earUer, were the first of this class of picture actually 
to be painted north of the Border. Another Edinburgh painter with a similar career was 
George Willison (1741-97), who first exhibited in London (1767), made a fortune in 
India (1772-81), and settled in Edinburgh (1784/5). The rather Httle of his work which 
has been traced is varied and reflects a pUable mind which was open to the influence of 
Gainsborough as well as to the prevailing style. 

Finally there came David Martin (1737-97), who provides the rather tenuous hnk 
between Ramsay and Raeburn. Martin had been Ramsay’s direct pupil and remained Hs 
studio assistant into the 1760s, but when we recognize his first independent work, about 
1765, he had already veered over towards the more forceful patterns of Reynolds, and the 
rough texture of his paint in later years seems also to have been due to seeking for some- 
thing of Reynolds’s style. In 1775 he settled m Edinburgh and became the frshionable 
portrait pamter for the next twenty years, his reputation not being eclipsed by the young 
Raeburn, to whom he is said to have lent one of his portraits to copy. He was always 
slovenlyin executionand his hands are often astonishingly feeble, but his portraits have an 
individual tang and cannot readily be mistaken for the work of any other painter. He 
was well suitedby sympathy to depict some of the more characteristic kinds of Scottish free, 
and his masterpiece is ‘George Murdoch’ (Plate i 88 b) 1 793 in the Glasgow Gallery. It may 
be that he was not above taking a hint from Raeburn’s sense of pattern and method of 
lighting the head in his later yean, but what we know of Raeburn’s chronology (and the 
knowledge is very imperfect) rather suggests that the influence was the other way about. 
Martin was appointed Painter to the Prince of Wales, and he seems to have been the first 
painter since the days of Sir John Medina to have made a good and steady income out of 
painting portraits in the capital of Scotland. 



CHAPTER 27 

PORTRAITISTS IN CRAYONS OR PASTEL 

The art of portraiture in crayons or pastel or kindred, media was in sufficient vogue 
throughout much of the eighteenth century to demand separate treatment here. Most of 
the painters involved practised in oU also, but a number of them hardly made a name out- 
side of their work in crayons to demand consideration as oil painters. Writing of the col- 
lection at Stourhead in the early yean of the nineteenth century. Sir Richard Colt Hoare 
refers to ‘painting in crayons, a style now quite unffishionable’, so that we may properly 
conclude with a chapter on a form of painting which came to a temporary close with the 
period of which this volume treats. 

It has been plausibly suggested that portraiture in crayons was introduced into England, 
from France about the time of the Restoration. At any rate such work first appears in the 
1660S among the circle of Lely’s immediate associates. Two theatrical portraits by John 
Greenhill are the earliest which have been traced, ‘Betterton as Tamerlane’ 1663 at Kings- 
ton Lacy and ‘Harris as W olsey’ in the President’s Lodgings at Magdalen College, Oxford. 
It may be that something more highly coloured than the ordinary portrait drawing was 
felt as appropriate for the first portraits of actors in character parts, and the new medium 
gives them a strikingly modem air. But crayons were not confined to actors’ portraits, 
as the two surviving crayon portraits (one in the Ashmolean Museum, Oxford) by an 
otherwise unkn own associate of Lely, T. Thrumpton, are of more conventional sitters. 
They date from 1667. 

The first artist whom we may reasonably consider to have been a professional specialist 
in crayon portraits was Edmund Ashfidd, who can be certainly traced only from 1670 to 
1675. He was copying Ldy portraits in oil in 1670 but is stated by Walpole to have been 
the pupil of Michael Wright, which seems plausible on grounds of style. His crayons are 
about II X 9 in. in size, sometimes rich in colour and of high quality, when m good pre- 
servation. The best signed examples are at Ham House. We also learn from Walpole ffiat 
Ashfield enriched the crayon-painter’s palette and was the teacher of Edward Lutterell, 
who is a hardly more tangible figure. 

Lutterell is reputed to have been an Irishman and trained to the Law. What is certain is 
that he also practised as a mezzotint engraver. He fint emerges with any certainty about 
1680 and he may have been living as late as 1723. His only crayons of note at present 
traced date from the 1690s and his work answers to some extent to Kmeller’s in painting. 
It is technically of considerable originality, since he devised a means of using crayons on 
copper by fiirst preparing the ground as if for mezzotint. His clear key of colouring is very 
different from Ashfield’s more sombre and sonorous colouring. 

For the first quarter of the eighteenth century crayon portr^ts do not seem to have 
been in high fasHon, although the work of a number of provincial masters is occasionally 
met with. But it was brought into repute again by three artists afrer their return from 
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Italy. Arthur Pond (c. 1705-58) came back from Italy in 1727; George Knapton (1698- 
1778) returned in 1732; and William Hoare (c. 1707-92) in 1737. As crayon painters, 
although Pond was the first to become fashionable, Knapton was the best and most im- 
portant. The first report of the new fashion comes from Mrs Delany, writing to her sister, 
Anne Granville, 30 June 1734. ‘Lady Dysart’, she says, ‘has got to crayons, and I design to 
fall into that way. I hope Mr Pond will help me too, for his colouring in crayons I thinlc 
the best I have seen of any EngUsh painter.’ Pond’s quaUty in crayons, to judge from a 
signed example of 1737 at Melbury, is little higher than his quality in oils, but his work 
found favour and imitators as well. George Vertue disapproved of the vogue for crayon 
portraits and a singularly ungrammatical passage in his notes for 1741 gives his views 
(in, 109/ 10) : ‘crayon painting has met with so much encouragement of late years here, that 
several painters - those that had been in Italy to study, Knapton, Pond, Hoare, for the 
practice of painting in oil - foimd at their return that they could not make any extra- 
ordinary matter of it, and turned to painting in crayons, and several made great advantages 
of it. It looked pleasant, and, covered with glass (and in) large gold frames, was much com- 
mended for the novelty. And the painters, finding it much easier in execution than oil 
colours, readily came into it.’ I have modified Vertue’s punctuation, but retained his 
meaning. He closes his paragraph with the words ; ‘the want of ambition in art thus shows 
its declining state. Small pains and great gains is this darling modish study.’ Knapton 
worked at London, Hoare in Bath. Knapton’s tonality is rather brownish and greyish, 
while Hoare’s is gayer, but it was Knapton who became the teacher of Francis Cotes, who 
brought the crayon portrait onto the same level as the portrait in oib, and who was the 
first of what Vertue calls the ‘crayoneers’ to adopt the portrait style of the new age. 
Independent of these was Catherine Read (1723-78), a Scottish lady who studied m Paris 
and Rome, worked in London from 1754, and went to India in 1775. 

Francis Cotes (1726-70) first appears as an independent crayon artist in 1748. Even 
in his first years he is much brighter in colour than I^apton and he expresses admiration 
for the work of Mengs and Rosalba in a way which suggests that he had seen their works 
and profited by them. Indeed, a visit to Italy is not improbable, but is not documented. 
Rostdba herself never visited England but Cotes must have been put on his mettle by the 
appearance of Jean-Etiame liotard (1702-89) the Swiss painter, who arrived in London 
in 1753 with an international reputation and a considerable English clientele. Liotard 
wasmLondonfrom 1753 to 1755 and was at first a tremendous success, rousing thejealous 
criticism of the young Reynolds. Horace Walpole remarks that Liotard’s likenesses were 
‘too like to please those who sat to him’ and that he had great business the first year and 
very little the second. ‘Freckles, marks of the small pox, everything found its place, not so 
much from fidelity, as because he could not conceive the absence of anything that ap- 
peared to him.’ But for liveliness and vivacity of colour they were something quite new 
in portraiture in England. The series of portraits at Windsor of the Princess ofWales and 
her children (1755) is the most modem in appearance of any portraits of the age, and the 
fiict that one can discern which of the children had adenoids is perhaps more interesting to 
posterity than it was to contemporaries. Certainly such work convinced Cotes that he 
must abandon altogether the old tonality of Knapton and he brought his crayons to a very 
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high pitch of technical perfection and employed bright colours along the same lines. 
Although Cotes turned more and more to oils after 1763, he still took pupils in crayons, 
and Russell was in his studio as late as 1767. Liotard returned to London from 1772 to 1774, 
but the force of his first impact was spent. 

A passing mention may be made of Francois Xavier Vispr^ a native of Besan^on, who 
worked in London (and a little in Dublin) from 1760 to 1789. His rather infrequent but 
charming crayon portraits brought to England something of the French manner of Per- 
ronneau, but seem to have been without influence. Nor did the work of Quentin de la 
Tour, although mentioned with praise by Allan Ramsay, find any echo in England. A 
neat painter of small-scale crayon heads, rather out of the main tradition, was Hugh 
Douglas Hamilton (c. 1739-1808), who is reputed to have acquired the technique at 
the Dublin school of art. He worked in London about 1764 to 1778, and the charming 
htde ovals of this period are his best work, anticipating the small watercolour portraits of 
Downman, who succeeded to his vogue. Hamilton’s work is generally subdued in colour 
and unrelated to the contemporary style of Cotes. From 1778 to 1791 Hamilton worked 
in Rome, specializing in smallnscale full-length crayons which are like miniature portraits 
by Batoni. But he was persuaded by Flaxman to take to oils and retired to Dublin, where 
he prospered as an oil painter, but where his work lost its pristine elegance and neat charm. 

The tradition of Cotes was maintained byjohn Russell (1745-1806), who was his pupil 
up to 1767. Russell bought certain works by Rosalba Carriera which he studied to 
advantage and cultivated a rather smudgier technique than had prevailed before, ‘rubbing 
in’ his crayons, as his contemporary. Bacon, reported. His personahty is rather difficult to 
grasp, as he was a churchman of unusual devoutness, much given to fevouring the 
Methodists in the days of their early enthusiasm. Yet he turned out a steady stream of 
portraits which seem to make his sitters more modish, or more mannered, than reality. 
He became A.R.A. as early as 1772, but was not elected R.A. until 1788. In 1785 he was 
appointed ‘Crayon Painter to the Prince of Wales’ and his prices in the 1790s were as high 
as those of Reynolds. From the end of the 1790s his London vogue lessened and most of 
his commissions came from Y orkshire, where he made extended tours, and where he died. 
There is an insipidity about his style which must have appealed to his contemporaries, 
who continued to sit to him, in spite of his preaching at his sitters. 

Russell’s rival towards the close of his career was Ozias Humphry (1742-1810), who 
had begun as a miniature painter of some distinction, settling in London in 1763 . In 1773 
he accompanied Romney to Italy, returning in 1777, and he visited India 1785 to 1788. 
An accident which affected his eyesight, in 1772, had diverted him from miniatures to 
oil painting, but he was never better at oil portraits than a third-rate echo of Romney’s 
style. In 1791, however, he became ».A. and switched over to crayons, becoming soon 
afterwards ‘Portrait Painter in crayons to His Majesty’, no doubt as a sort of antidote to 
Russell’s corresponding appointment to the Prince of Wales. In his crayons Humphry 
shows a rather greater probity than Russell and adopted a more linear and less smudgy 
style. 

The youngest of the three chief masters of the crayon, Daniel Gardner (1750-1805), 
was the most distinguished and at the same time the most original. A native of Kendal, 
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where Romney had first practised, he became a pupil of Romney and studied at the Royal 
Academy schools. But from Romney he learned nothing, except that it was not necessary 
to exhibit at the Academy, and the late style of Reynolds, in its least soHd aspect, was 
Gardner’s model. It has even been suggested that Gardner was Reynolds’s assistant towards 
the close of his hfe. His first practice was in crayons, and in a letter of la November 1779 
he describes the portrait of Philip Egerton as ‘absolutely the first oil picture I ever finished’. 
Certain early oil portraits of the Pennington family (penonal firiends of Gardner) which 
have passed through the auction rooms in recent years, suggest that, although technically 
fer firom accompHshed, he was capable of a vein of tender and romantic sentiment in this 
medium which is surprising. His masterpiece in oil, the ‘Heathcote Hunting Group’ 
belonging to the National Trust and exhibited at Montacute, is based on Reynolds’s 
latest style, but retains, as always with Gardner, something of the effect of having been 
painted on a rough towel. This roughness of texture he evidently valued, for he carried 
it over into his pastels. These are technically highly original, for Gardner mixed brandy 
or spirits of wine with his crayons, which had been scraped to dust with a knife, and drew 
with this highly loaded preparation. The result is something half-way between crayons 
and oil painting and achieves a violent and almost harsh brilliance of effect unparalleled in 
any other medium. To this lush material Gardner added a very flashy style, torturing his 
white draperies more with the art of the p^tissier than of the painter, and organizing his 
femily groups (or even his single figures) in a riot of voluptuous curves. Except for Cos- 
way’s miniatures, no paintings give quite such a complete synthesis of the artificial world 
of pre-Regency and Regency times, and it is understandable that Gardner’s art died with 
him. But in fact the three chief painters in crayons all died in the early years of the nine- 
teenth century and left no successor to carry on their art, which, almost overnight, ceased 
to be fiishionable. Nor has it ever been, to any serious extent, revived. 
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Battle of Valenciennes (Louther- 
bourg), 234-5 

Bayard, Death of (West), 160, 202 
Bayham Abbey, (Dance) 194 
Beach, Thomas, 170-1 
Beale, Mary, 76, 185 
Beare, G., 138 
Beattie, Dr (Reynolds), 197 
Beaufort, 3rd Duke of, 114, 116 
‘Beaufort, Lady Margaret* (Nat. 
Port. Gall.), 1-2 

Beaumont collection, (Gilpin) 
220 

Beckett, Judge, (Lely) 64 
Beckford, Mrs Francis (Reynolds), 
167; i2^b 

Beckford, Wilham, 239 
Bedford, Anne, Countess of (Lely), 
63 

Bedford, Duke of, 138 
Bedford, Duke of (Knapton), 139 
Bedford, Duke of, (Wilson) 177 
Beechey, Sir William, 171, 172, 
190, 226-7, 232 
Beek, David, 50 
‘Beggar’s Opera, The’, 125, 128 
Beggar's Opera (Hogarth), 128, 
129, 228; 

Bekker, John Jacob, 109® 

Belcam, J. van, 42, 51 
Beilin, Edward, 39 
Bellucd, Antonio, 92 
Belton, (Wissing) 75, (Riley) 97, 
(Seeman) 138, (Merrier) 141 
Belvoir, (?Holbein) 9, (Wnght) 
72, (Siberechts) 80, (Closter- 
man) loi 

BeneEri, Marco, 206 
Benham Park, (Marlow) 178 
Benson, Ambrosius, 5 
Bentheim, Casde of (Ruisdael), 
177 

Bentenck, Count, (?Lely) 63 
Berchet, Pierre, 89, 90 
Berghem, N., 175, 234 
Berkeley, Bishop, 138 
Berlin, (Holbein) 7 
Bermuda, Watlington Coi^ 
LEGE, (Gainsborough) 187 
Bernard, Samuel (Rigaud), 13 1 
Bernini, G. L., 49 
Besan^on (School of Holbein), 10® 
Betterton as Tamerlane (Greenhill)* 
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Bettes, John (two), 10 
Betts, John, 59 
Bible, Mackhn’s, 161, 234 
Binns, The, (?Paton) 84 
Bird painting, 118 
Birmingham, Aston Hall, 
(Soldi) 149, (Opie) 205; Barber 
Institute, (Gainsborough) 188, 
231; Gallery (Gentileschi) 43, 
(Lely) 61^8, 65, 84^ (High- 
more) 136, (Knapton) 139, 
(Reynolds) 168, (Gainsborough) 
188, (Zoffany) 229 
Bisham Abbey, (‘Bursler’) 863 * 
Bishopp, the Misses (Riley), 97 
Bisschopp, Cornelius, 98 
Blacksmith's Shop, A (Wright), 208 
Blagdon, (Hoppner) 226 
Blair Atholl, (Steuart) 241 
Blairquhan, (Allan) 214 
Blake, Lady (Reynolds), 168 
Blake, Wilham, 157, 158, 199, 210 
Blathwayt, Master William (Til- 
son), 102 

Bleeck, Peter van, 149, 228 
Bleeck, Richard van, 228 
Blenheim, (Laguerre) 89, (Thorn- 
hill) 93, (Kneller) 99, (Closter- 
man) loi, (LiUey) 102, (Rey- 
nolds) 164, 169 , 

Bligh, Lady Elizabeth (Hoppner), 

226 

Blijenbcrch, Abraham van, 33 * 34 

Blind Harper (?Lely), 63; 42b 

Bogdany, Jakob, 118 

BoEly, L. L., 211 

Bokshom, 66 

Bol, F., 98 

Bombelh, S., 98 

Books, illustrated, 124 

Boothby, Sir Brooke (Wnght), 209; 

165 

Borri, Francesco Giuseppe (Tilson), 

102 

Borsselaer, Pieter, 73-4, 863 * 

Boscobel House, View of (Streeter), 

79; 72 

Boston, (Copley) 203; Fenway 
Court, (Moro) 14; Gover- 
nor Fuller, (Hoppner) 226; 
Museum, (Soest) 69 
Boucher, F., 147 
Boughton, (Montagu) 90 
Boultbee, John, 220 
Bourdon, S., 58, 62 
Bow porcelain factory, 155 
Bower, Edward, 50, 56 
Bowhill, (Ejieller) 109s, (Gains- 
borough) 187, (Beechey) 227 
Bowood, (? Gainsborough) ipx®* 
(Wright) 208 
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Bowyer, W., i6i, 205 
Boydell, John, 161, 198, 204, 205 
Boyne, Battle of the (Wyck), 113 
Boys Blowing Soap Bubbles (Lely), 
84-* 

Brabouknb, Lord, (Johnson) 39 
Bradbourne, (Soest) 68 
Bradford, Family of 1st Lord (Pine), 
196 

Braybrooke, Lord, (Eworth) 16 
Brewis, Miss, (Lely) 65 
Bridge at Rimini (Wilson), 175 
Bridges* ‘Northamptonshire’, 
drawings for, 216 
Bridgewater, Earl and Countess of 
(Soest), 68 

Bristol, Corporation, (Gains- 
borough) 186; Gallery, (Hoare) 
155; St Mary Redcuffb, 
(Hogarth) 133 

Bristow, Mr and Mrs Robert (Van- 
dervaart), 102 

Brocket, Lord, (Wright) 73 
Bronkhorst, Arnold, 29 
Bronzino, A., 8 

Brood Mares and Foals (Stubbs), 
218; 181 

Brook, Joseph, 109’ 

Brook Watson and the Shark (Cop- 
ley), 160, 203; J72 
Brookhill Hall, (Wright) 209 
Brooking, Charles, iix, 1x2-13 
Brouwer, A., 117 
Brown, John, 214® 

Brown, Mather, 232 
Browne, John, 4 

Browne, Sir William (Hudson), 150 
Brownlow, Elizabeth (Wissing), 

75; 71b 

Brownlow, Sir John, 75 
Brownlow, Lady (Wissing), 75 
Brownlow portraits (Riley), 97 
Bruce, Sir William (Wright), 72 
Brudenell, Hon, Edmund (? Wright), 
852^ 

Bruges, Lady Elizabeth (Custodis), 
21; 16b 

Brunswick, (Holbein) 7 
Bryan, Mary (Sadler), 77 
Buccleuch, Children of Duke of 
(Beechey), 227 

Buccleuch, Duke of, (Griffier) 
1 14, (Laroon) 143, (Reynolds) 
169, (Barret) 178 
Buccleuch, Duke of (Ramsay), 153 
Budianan, George (Bronkhorst), 29 
Buckhurst, Lord (de Neve), 42 
Buckingham, George Villiers, 
Duke of, 35, 36 

Buckingham, Duchess of (Wors- 
dale), 109* 


Buckingham, Duke of (Mytens), 37 
Buckingham, Duke of (Rubens), 37, 
46 

Buckingham, Duke of, and Family 
(Honthorst), 41 
Buckshom, Joseph, 66 
Buffalo, Albright Art Gallery, 
(Hogarth) 133 

Bumper (Gainsborough), 183 
Bunbury, Lady Sarah (Reynolds), 
x68, 187; 131 
Bunyan,John (Sadler), 77 
Burghley, Lord (Wissing), 75; yia 
Burghley House, 6118, (Wissing) 
75, (Lely) 844, (Verrio) 88, 
(Laguerre) 89 
Burke, Edmund, 199 
BURLEY-ON-THE-Hnx, (Lely) 64, 
(Gascars) 70, (Lanscroon) 89 
Burlington, Earl of (Knapton), 139 
Burlington, Lord, 94, 164 
Burnet, Bishop (? Russell), 107 
Burnet, Dr (Kneller), 99 
Burnley Art Gallery, (Zoffany) 
231 

Burton, Baroness, (Gains- 
borough) 188 

Burton, Agnes, (Merder) 142 
Buscot, (Reynolds) 169 
Bush, Irving T., 2 
Busier, see Borsselaer 
Bute, Countess of (Reynolds), 169 
Bute, Lord, 154, 230 
Bute, Marquess of (Ramsay), 154, 
167 

Bute, Marquess of, (Scott) 112 
Butler, Mrs, (? Wilson) 179^ 
Byng, Edward, 109* 

Byng, Robert, 1098 

Byng, Admiral (Hudson), 150; 116 
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Calais Gate (Hogarth), 133 
California, Huntington 
Foundation, (Gainsborough) 
189 

Calumny of Apelles (Toto), 5 
Cambridge, (after Holbein) 9, 
(Gainsborough) 184; Frrz- 
wnxiAM Museum, (attr.Vincke- 
boons) 42, (Highmore) 136, 
(Wills) I47> (Pond) 149* (Rom- 
ney) 222; King’s College 
Chapel, i; Peterhouse, 26; 
St John’s College, (Jadbon) 
41, (Richardson) 105; Trinity 
College, (Thornhill) 93, (Knel- 
ler) 99, (Murray) 106, (Peters) 
212; UNivERsnY Library, 
(Pe^e) 28 


Cambridge, Duke of (Wright), 72 
Camden (Gheeraerts), 27 
Canaletto, Antonio, 112, 114, 
115-17. I 7 < 5 , 178, 238 
Candlehght pictures, 208 
Canons, (Laguerre) 89 
Canterbury Cathedral Qohnson), 60 
Capel, Lord, of Tewkesbury (Lely), 
847 

Caravaggio, Michelangiolo, 87 
Cardiff, (?Moro) 15, (van Somer) 
34, (Leigh) 52, (Wilson) 174. 
179 ^ 

Cardplayers (Walker), 57 
Carings, Alex., 42 
Carleton, Sir Dudley, 35 
Carleton, J., 39 

Carlisle, Countess q/* (Van Dyck), 

63 

Carlisle, Family of Earl of. Riding in 
Phoenix Park (Wheadey), 232 
Carmichael, Lord (Richardson), 
105 

Carnarvon, Family of 2nd Earl of 
(Ldy), 65; 36 

Caroline, Queen (Vanderbank), 
miioo 

Carounb Park, (Lanscroon) 89 
Carriera, Rosalba, 244, 245 
Carter, George, 203 
'Carteret, Sir George* (Dobson), 54 
Carthorses Drinking at a Ford 
(Gainsborough), 188 
Cartwright, First Mrs (Greenhill), 

74; 7oh 

Carver, Mrs, and her Daughter 
(Wnght), 208 
Carwarden, J., 59 
Carwardine, Mrs, and Child (Rom- 
ney), 223; i8y 
CasaH, A., 126 
Casanova, Francesco, 234 
Casaubon, Frederick, 109® 

Cassilis, Countess of (Wright), 72 
Cassilis, Earl of (Wright), 72 
Casteels, Peter, 118 
Castle Ashby, (Dobson) 54 
Castlehaven, Lady (Van Dyck), 50; 
40b 

Castle Howard, (after Holbein) 
9, (Scrots) 12, (Pellegrini) 91, 
(Marlow) 178, (Gainsborough) 
190, (Wheadey) 232 
Casdemaine, Earl of, 71, 73 
Cathcart, Earl of, (All^) 214 
Catherine, Queen, as St Catherine 
(Huysmans), 69 

Catherine, Queen, as Shepherdess 
(Huysmans), 69 

Catherine of Braganza, Queen, 
69; 64 
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Ceres (Bacon), 42 
Chalmers, Sir George, 241 
Chamberlin, Mason, 194-5 
Chandos, Duke of, 76 
Chandos, Giles, Lord (Custodis), 
20-1 

Chanterell, 40 

Charborough Park, (Thornhill) 
93 

Chardin, Jean, 132, 209 
Charles I, 35, 36, 37; portraits of, 
37 , 5 < 5 ; 3^ 

Charles I (Pot), 41 
Charles I (van Bdcam), 42 
Charles I (Van Dyck portraits), 
48-9; 55, 5P 

Charles I in Rohes of State (Van 
Dyck), 37 

Charles I, King, in three positions 
(Van Dyck), 71; 38a 
Charles I and Duke of York (Lely), 
63 

Charles I, Execution of (Weesop), 51 
Charles II (Wissing), 75 
Charles V (Seisenegger), 12 
Charles V (Titian), 47, 49 
Charles, Prince (Peake), 28; 21b 
Charles, Prince of Wales (Blijen- 
berch), 34 

Charles, Prince of Wales (Dobson), 
54; 4 ^ 

Charles, Prince of Wales (My tens), 
36 

Charlotte, Queen (Gainsborough), 
182, 187 

Charlotte, Queen (Lawrence), 157 
Charlotte, Queen (Ramsay), 151, 

154 

Charlotte, Queen, and her two 
Eldest Children (Zoffany), 230; 
igib 

Charterhouse (Gainsborough), 183; 
148 

Charteris, Lady Catherine (Seton), 
242 

Chartres, Vidame de, 13 
Chastleton House, 42 
Chatel, F. du, 108 
Chatham, Death of (Copley), 160, 
203 

Chatsworth, (Holbein) 8, 
(Mytens) 37, (Van Dyck) 47, 
(?Jones) 59, ^ely) 6i«, 64, 
(Roestraeten) 78, (Verrio) 88, 
(Laguerre, Ricaxd) 89, (Cheron) 
90, (Thornhill) 92, (Edema) 
113, (Knapton) 139 
Chatswofth (Siberechts.), 80 
Chatsworth House, Old (Wilson), 
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Chequers Court, i8«, (Lely) 65 
Cheron, Louis, 90, 123, 124, 135 
Cherry Barrow, The (Walton), 
209; 186 

Cheseman, Robert (Holbein), 7 
Chevely (Siberechts), 80 
Chevening, (Closterman) loi 
Chicago, Reynolds) 168 
Child St John (Murillo), 190 
Children building Houses with Cards 
(Hayman), 136 

Children of the Prince of Wales (Du 
Pan), 143; 111 

Children playing ^The Indian Em’- 
peror* (Hogarth), 129 
Children with Cabbage Net (Rey- 
nolds), 169; i28h 

Children with Fruit and Flowers 
(Peters), 21 1; 160b 
China plaques, Stubbses, 219 
Chinese Convert (Kneller), 99 
Chirk Castle, (Francis) 79 
Chiswick Villa (Lambert), 115, 
1196 

Cholmondelby, Marchioness oe, 
(Gainsborough) 185 
Christian IV of Denmark, 12 
Christee-^Millbr, Mrs, (Hayman) 
146 

Christina of Denmark (Holbein), 8 
Christina of Sweden, Queen (Dahl), 
103 

Chubb, Thomas (Beare), 138 
Cibber, Colley (Grisoni), 155 
Cibber, Mrs, as Cordelia (van 
Bleeck), 149, 228 
Cignani, Carlo, 107 
Cincinnati, (Gainsborough) 186, 
189 

Cipriani, Giovanni Battista, 195 
Clarendon, Lord, (Lilley) 102 
Claret, Wolfgang William, 109® 
Clark, J., 241 

Clark, Sir Kenneth, (des 
Granges) 40 
Clarke, Gwrge, 107 
Claude, 114, 172, 173* I 74 » i75» 
177 

Claypole, Mrs Blizdbeth (Wright), 
71; 66a 

Clayton, Mr and Mrs, and Daughter 
(Dandridge), 137 
Clements, Copt John (Greenhill), 
74 

Cleopatra (Wright), 71 

Clerk, Sir James, 151 

Clerk, Sir John, 151 

Clerk, Sir John (Scor^all), 83; ysa 

Clerk, Lady (Scougall), 83; ysb 

Cleve, Comelis van, 15 

Qeve, Joas van, 5 
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Cleve, Sotto, 18* 

Cleveland, Duchess of (Lely), 69, 
99 

Cleveland, Duchess of (Wright), 72 
"Cleveland, John" (?Ecton), 58; 52a 
Cleyn, Francis, 42-3, 53 
Clmt, George, 230 
Clive, Hon, Charlotte (Romney), 
224 

Closterman, Johann Baptista, 97, 
100-1 

"Cobham* portrait (of Queen Eliza- 
beth I), 22; 16a 

Coke, Lady Mary (Ramsay), 154 
Coke Family (Wright), 209 
Coke Family group (Huysmans), 
69; 63 

Colbert, J. B., 197 
Coles, Jane (Beare), 138 
Colina, Adam, 113 
Collier, Edward, 78 
CoLSTOUN, (Ramsay) 153 
Comer, 77 

Composition (Kauffinann), 195; 
161a 

Compton, Sir William (Dobson), 
54 

Compton, Sir William (Lely), 65; 

53a 

Conference of English and Spanish 
Plenipotentiaries, 29 
Coninxloo, G. L. van, 42 
Conjurer, The (Hone), 160, 193-4 
Constable, John, 177, 181,234,235 
Conversation Piece (Jamesone), 43 
Conversation pieces, 123, 125, 
137, 140 ff., 159, 228 £; Hog- 
arth’s, 128-9 
Cook, Capt. James, 178 
Cooke, Henry, 90 
Cookmaid, The (Bacon), 41 
CooMBB Abbey (Soest), 69 
Cooper, Samuel, 82 
Coote, Sir John, (Lely) 65 
Copley, John Singleton, 143, 160, 
i< 5 i, 197, 202-3, 225 
Copley (Stuart), 225; 188a 
Copped Hall, Views of (Lambert), 

115 

Copyright Act (i 735 )» 125, 130 
Coquet, Jacob, 88 
Coram, Captain (Hogarth), 124, 
131. 134. 152, 163; m 
Cork, Municipal Gallery, 
(Barry) 199 

Cornish Beggar, A (Opie), 204 
Corot, J. B,, 175 
CoRSHAM, (Dobson) 54 
Corvus, Joannes, 3, 10 
*Cosimo, Duke, and Machiavelli* 
(Titian), 47 
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Costume pieces, i6, 26 
Cosway, Richard, 232, 233 
Cotes, Francis, i 92 - 3 » 223, 244-5 
Cottage Door (Gainsborough), 189 
Cotterell, Sir Charles, 54 
CotterelU Sir Charles (Kneller), 99; 
$4b 

Cotterell, Sir Charles (Riley), 97 
Cotton, Family of Sir John (Lely), 

65 

COTTREUrDORMER COIXECHON, 

(Dobson) 54, (Riley) 97 
‘Country house portraits’, 79, 80, 

1 15, 177 

Coventry, Earl of, (Ramsay) 

154 

Coventry, 6th Earl of (Ramsay), 1 54 
Coventry, Lord Keeper (Johnson), 
39 

Coverdale, Miles, his Bible, 5 
CowDRAY, Viscount, (Reynolds) 
170 

Cowper, Lord Chancellor (Richard- 
son), 105; 

Cozens, Alexander, 239 
Cozens, John Robert, 239 
Cradodt, Luke or Marmaduke, 
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Cranach, Lucas, 8 
Crane, Lady (Yeekes), 38 
Cranke, James, 156 
Cranmer, Archbishop (Flicke), 14 
Crawford, Earl of, 843 
Crawford, George, Earl of, and two 
Sons (Chamberlin), 194 
Crayon portraits, 243 ff. 

Crewe, Master, as Henry VIII (Rey- 
nolds), 169 

Cries of London (Wheatley), 214, 
231 

Critz, Emmanuel de, 51-2 
Critz, John de, 26-7, 28, 51, 53 
Critz, John de, jnr., 51 
Cromwell, portraits, 6V^, 65, 82 
Cromwell (Walker), 57 
Cromwell, Thomas (Holbein), 7 
Cross, Michael, 56 
Cross[e], Lawrence, 83 
Crowcombe Court, (Phelps) 156 
Cullen, Lord, (Smibert) 138 
Cullen House, (Ramsay) 15 1 
‘Cult images* of Elizabeth, 23 
CuLZEAN, (Wright) 72 
Cumberl^d, Duke of, 220 
Cumberland, George Clifford, Earl 
of (Hilliard), 23; ip 
Cunego, D., 198 
Cunney, 59 

Cupid and Psyche (Van Dyck), 50 
Oust, Lady, and her Nine Children 
(Seeman), 138 


Custodis, Hieronymus, 20-1 
Cuyp, Albert, 172, 173, 217 

D 

Dacre, Lady (Eworth), 16; 11a 
Dahl, Michael, 99, 102, 103-4, 
107, 135, 216; prices, 106 
Dalyell, Thomas (Paton), 84 
Damini, Vmcenzo, 91 
Danby portraits (Carleton), 39 
Dance, George, 194 
Dance (-Holland), Nathanid, 194 
Dance of the Milkmaids on Mayday 
(Hayman), 147; 118 
Dandridge, Bartholomew, 124, 
125, 126, 128, 135, 137, 140 
Dankerts, Hendnk, 80 
Dankerts, John, 80 
Danloux, 226 

Darius, Election of (Gilpin), 220; 
178b 

Darius, Family of, before Alexander 
(Bellucd), 92 
Darnaway Castle, 30 
Darnley, Henry, Lord, and his 
Brother (at Windsor), 17; 13 
Darnley Memorial Picture (Voge- 
lanus), 29 

Dartiquenave, C., 102 
Dartmouth, Lord, 174 
Dartmouth, Lord, (Wilson) 175, 
(Hoppner) 226 
Darwin, Erasmus, 207 
Dashwood Children (Beechey), 227 
David, Jacques-Louis, 134, 160, 
198 

David returning after slaying Goliath 
(Rundman), 213; 166a 
David and Saul (? Eworth), 15 
Davies, Robert (Leigh), 52; 42a 
Davebs-Cooke, Major, (Le^h) 52 
Davis, Sir Edmund, (Lely) 84-* 
Davison, Jeremiah, 108-9, 125 
Dead Soldier, The (Wright), 209; 
171b 

Death of the Fox (Gilpin), 220 
Decollation of St John (after 
Stomer), 60^® 

Deene Park, (Wright) 85®* 
Delacour, William, 241 
Ddany, Mrs, on Gainsborough, 
186 

Delany, Mrs, on crayon painting, 
244 

Delany, Mrs (Opie), 204 
Delaroche, H., 205 
De la Warr, William, Lord (after 
Holbein), 10, 12 

Denbigh, 1st Earl of (after Dobson), 
55 ; SI 


Deposition (Bellucd), 92 
Derby Gallery, (Wright) 208, 
209, 2143 

Dering, Lady (Lely), 64; 53b 
Design (Kaufimann), 195 
Detroit, (Gainsborough) 188 
Devis, Anthony, 144 
Devis, Arthur, 140, 143-5, 216 
Devonshire, Countess of (van 
Somer), 34 

Devonshire, Duchess of, and her 
Daughter (Reynolds), 170; 136 
Devonshire, Duke of, 102 
Devonshire, 4th Duke of, 144 
Devonshire, Duke of, (Lambert) 
1 1 5, (Reynolds) 170, (Wilson) 
177 

Devonshire, 2nd Earl of (van 
Somer), 34 

Diana and her Nymphs (Ricd), 92 
Diderot, Denis, 123, 207, 234 
Dido, Death of (Reynolds), 164, 
197; 137 

Diepenbecke, Abraham van, 59 
Diest, Adriaen van, 113 
Dijon, Musee Magnin (Hay- 
man), 146 

Dilettanti, Sodety of, 138 
Dhxon, Viscount, 22 
‘Discourses’, Reynolds’, 158 
Discovery of Clandestine Correspond- 
ence (Opie), 205 
Ditchlby, 22-3, 26, (Ldy) 67 
Dobson, Sir C. Cotterell, and Sir B. 

Gerbier (Dobson), 55; 48 
Dobson, Wilham, 50, 53-5, 56, 
65* X 37 

Doddington Hall (attr. I.W.), 
608 

Don Quixote, Story of (Vander- 
bank), 124, I 35 

‘Don Quixote’ (Mortimer), 210 
Donzdorf, von Rechbbrg Col- 
lection, (Walker) 57 
Dongny, Sir N., 123 
Dormer, General (van Loo), 149 
Dormer, Sir Robert Qohnson), 39; 

Dormer, T. Cottrell, (Johnson) 
39, (Dobson) 54 
Dorset, Earl of, 34 
Dorset, 3rd Earl of (Oliver), 28; 24 
Doughty, WiUiin, 171 
Douglas, Mrs John (Gainsborot^), 
188; 159 

Dover (Wilson), 179^ 

Downe, 3rd Earl of (Betts), 59 
Downman, John, 232--$, 245 
Drake family (Mortimer), 210 
Drak^we, 238 
Drayton House, pobson) 54 



INDEX 


Dresden, (Holbein) 6 
Drevet, P., 13 1 
Druaoanrig, (Paton) 84 
Drummond, Archbishop, 201 
Drummore, Lord (Ramsay), 153; 
126 

DtJBiiN, (Hone) 193; Parliament 
House, (Fuller) 58 
Dubois, Simon, 109^ 

Dubose, Claude, 123 
Duet, The (Lord Dulverton), 64; 
61 

Dugdale, Lady (Borsselaer), 73 
Dugdale, Sir William (Borsselaer), 
73 

Dulverton, Lord, (Lely) 64 
Dulwich Gallery, see under 
London 

Duncan*s {Admiral) Victory at 
Camperdown (Copley), 203 
Dunch, Mrs (Kneller), 99 
Buncombe, Lady Charlotte (Hopp- 
ner), 226 

Buncombe, Thomas, and Family 
(Soldi), 149 

Dundas, Sir Lawrence, and his 
Grandson (Zoffany), 230 
Dundee, Camperdown House 
(Copley) 203 

Dundragoe, Madam (Hubbert), 20 
Duns Castle, (Chdmers) 241 
Dunster Castle, (Eworth) 16; 
(Phelps) 156 

Dunvbgan Castle, (Ramsay) 152 
Dupont, Gainsborough, 191 
Dupuis, N. G., 123 
Diirer, Albrecht, 52 
Durham, Earl of, (Zoffany) 229 
Durham Castle, (Beechey) 227 
Dutch school, III 
Dyck, Anthony van, see Van Dyck 
Dyrham, (Sheppard) 59, (Hoog- 
straeten) 78, (Tilson) 102 
Dysart, Lady, 244 

E 

East Indies Settlements (Scott and 
Lambert), 112, 115 
Easton Neston, (Loutherbourg) 

235 

Ebberton, Lucy (Knapton), 139 
Ecton, (Fuller) 58 
Edema, Gerard, 113 
Edgeumbe, Mary (Mascall), 59 
Edinburgh, (Mytens) 37, (Jame- 
sonc)43, (Scougal)44, (Aikman) 
108, (Norie) 117, (Mercier) 
142, (Hudson) 150, (Ramsay) 
132, I53> (Rundman) 159, 
(Turner) 177, (Allan) 213, 


(Alexander) 240, (Seton) 242; 
Gallery, (Flicke) 14, (Allan) 
214; Holyroodhouse, 
(Eworth) 17; (? Vogelarius) 29- 
30, (de Wett) 84, (Norie) 117, 
(Hamilton) 198; National Gal- 
lery of Scotland, (Runciman) 
212; National Portrait Gad- 
lery of Scotland, (Dobson) 
54, (Wright) 72, 73» (Scougal) 
83, (Richardson) 105-6, (? Rus- 
sell) 107, (Medina) 108, (Smi- 
bert) 138, (Runciman) 213, 
(Brown) 214^^; Surgeon’s Hall, 
(Medina) 108 
Edward 111 {FLohy), 25 
Edward IV and Duchess of Bedford 
(Downman), 233 
Edward VI (Hampton Court), 13 
Edward VI (Nat. Port. Gall.), 12 
Edward VI (New York), 10 
Edward VI (Scrots), 12 
Edward VI (Windosr), 13; 7a 
Edward, Prince (Washington), 9 
Edwards, on Mortimer, 210 
Edwin (Wright), 209 
Egerton, Philip (Gardner), 246 
Egham, Holloway College, 
(Gainsborough) 188 
Egmont, Lord, 107 
Ego fui in Arcadia (Wilson), 175 
Ehrenstrahl, 103 
Eidophusikon, 234 
Election, An (Hogarth), 133 
Election in the Guildhall, Oxford 
(Heemskerk), 118; p4a 
Elgin, Countess of (Johnson), 39 
Elgin, Thomas, Earl of Qohnson), 
39 

Eliot Family (Reynolds), 163 
Elizabeth, Princess (Windsor), 10; 
ih 

Elizabeth, Queen (Gower), 21 
Elizabeth, Queen (Zuccaro), 25, 
26; 20b 

Elizabeth, Queen, confounding Juno, 
Minerva, and Venus (Eworth), 

17; 14 

Elizabeth, Queen, portraits of, 21 ff. 
1$; 20a 

Elizabeth, Queen, Visit of, to Blacks 
friars (Sherborne), 29 
Elliot, Mrs (Riley and Closter- 
man), 96, 100 
Ellis, John, 121 

Elvbtham Hall, (Verelst) 143 
Embarkation of Henry VIII from 
Dover (attr. Vulpe), 4 
Emblem literature, 22 
Enamels, 219 
Encyclopaedists, 207 

258 


Engagement between the Blast Sloop 
and two Spanish Privateers (Scott) , 
112 

Engagement between ^The Lion* and 
^ne Elizabeth* (Scott), 112; 950 
Engleheart, George, 233 
English Family at Tea (?van Aken), 
140 

Engraving, Hogarth and, 127, 132 
Epaminondas, Death of (West), 202 
Erasmus, on Holbein, 5-6 
Eric XIV of Sweden (?van der 
Meulen), 20 

Erskine, Charles (Hudson), 150 
Erskine portrait, 43 
Essex, Earl of (Lely), 84’ 

Essex, Frances, Countess of (Oliver), 
28; 26a 

Este portrait (Gascars), 85*® 

Et ego in Arcadia (Reynolds), 168 
Eton, Provost’s Lodge, (Rom- 
ney) 223 

Europa (Lely), 64 
European tradidon, British paint- 
ing and, 35, 49 

Euston Hall, (Mytens) 37, 
(Hawker) 76 

Evelyn, John, on Barlow, 81; on 
Kneller, 98; on Verrio, 88; on 
Mr Wright, 71 
Evelyn, John (Walker), 57 
Evening Walk (Romney), 224 
Everdingen, van, 113 
Eworth, Hans, 8, 9, 10, 14, 15-17* 
22, 26 

Exeter, Earl of, 75 
Exeter, Elizabeth, Countess of (van 
Somer), 34 

Exhibition pictures, 158, 181 
Exhibition, Public, 1 57* 158 
Experiment on a Bird in the Air 
Pump (Wright), 208; 174b 
Exton, (Fuller) 61*° 

Eycke, John, 38 

F 

Faber, J., 114 
Faber, J., jnr, 141 
Faes, P. van der, 84^ 

Fairjfax, Lord (Bower), 56 
Fairfax, Sir Thomas and Lady 
(Soest), 68; 50 
Faithorne, W., loi 
Falls of the Clyde (Norie), 117 
‘Fancy pictures’, 141; Gains- 
borough’s, 1 81, 188, 190 
Farington, Joseph, 178; on the 
Runcimans, 212 

‘Fashionable’ portrait painters, 
222 
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Faussett, Sir Brian Godfrey, 
(Sadler) 77 

Felbrigg, (? Dobson) 55, (Scott) 

117 

Fellowes, James, 156 
Ferdinand, Archduke (Seisenegger), 

13 

Fermor, Sir William (Dobson), 54 
Femandi, F., see Imperiali 
Ferrers, B., 78 

Feversham, Earl of, (Soldi) 149 
Field of the Cloth of Gold, 4 
Fielding, Henry, 122, 132 
Figure pamtings, 42 
Finch, Lady (Lely), 64 
Finding of Moses (Hayman), 146 
Fischer, Johann Christian (Gains- 
borough), 188; 13$ 

Fisher, Kitty (Cotes), 193 
Fisher, Kitty (Hone), 193; 163a 
Fisher, Robert, 59 
Fiske, Nicholas (?de Neve), 52 
Fitzalan, Thomas, Archbishop of 
Canterbury (?de Kock), 25 
Fitzroy, Lady Barbara (Lely), 67; 
3$a 

Fitzwilliam, First Lord (Eycke), 38 
Fitzwilliam, Lady (? Eycke), 38 
Fitzwilliam, William, Earl of 
Southampton (after Holbein), 9 
Five Senses (Merder), 142 
Flagmen (Lely), 66, 99 
Flat pattern, in portraiture, 7, 8 
Flatman, Thomas, 83 
Haxman, on Romney, 222 
Flicke, Gerlach, 9, 13-14 
Floors Castle, (lUchardson) 106, 
(Lely) 109S 
Florence, 61 ^^ 

Flower Piece (Ferrers), 78 
Fontainebleau, 24 
Fonthill, (Hogarth) 129 
Force overcome by Wisdom and Pru- 
dence (Ketel), 24 
Ford, Miss (Gainsborough), 186 
Foreign painters, 14-15, 24-5, 41- 
43 , 77 - 8 , 90 

Forest (Gainsborough), 183; 131 
Forge, The (Wright), 208 
Forteviot, Lord, (Wright) 73 
Fosse, Charles de la, 90 
Foundling Hospital, 123, 124, 126, 
131, 132, 137, 147, 150, 152, 
174, 183; see also London 
Fountains, Sir Andrew, (Pelle- 
grini) 91 

Four, Rene du, 88 

Four Times a Day (Hogarth), 13 1 

Fox, Charles (Atoatta), 109^ 

Foxe, Bishop (Corvus), 3 
Fragonard, J. H„ 185 


Frauds, Thomas, 79 
Frederick, Prince of Wales, see 
Wales 

Free Sodety of Artists, 144 
French influence, 123-4 
French painters, 90 
French style, <59-70 
Freres, Theodore, loi 
Froben, 5 

Frobisher, Sir Martin (Ketel), 25 , 26 
Frye, Thomas, 155 
Fryer, Leonard, 27 
Fuller, Isaac, 58-9 
Furini, F., 133 

‘Furniture pieces*, Gainsbor- 
ough’s, 184 

Fuseli, J. H., 157, 161, 181, 190, 
198, 199, 209, 210, 212, 213 

G 

Gainsborough, Thomas, 114, 123, 
126, 137, 142, 146, 147. 153, 155, 
157, 158, 159, 160, 162, 180-90, 
222, 224, 231, 236; on Rey- 
nolds, 162; Reynolds on, 180; 
Bust of Himself, 185 
Gainsborough* s Daughters Chasing 
a Butterfly (Gainsborough), 185 
Gainsborough* s Daughters with a Cat 
(Gainsborough), 185 
Gamble, Ellis, 127 
Gandy, James, 77 
Gandy, William, 1099, 165 
Gardiner, Christopher, 77 
Gardner, Daniel, 245-6 
Garlicke, see Flicke, G. 

Garr, Charles de, 109® 

Garrick, David, 195, 228, 229, 234 
Garrick and Mrs Bellamy in Romeo 
and Juliet (Wilson), 228 
Garri^ between Tragedy and Com- 
edy (Reynolds), 168; i2p 
Garrick and Mrs Cibber as Jaffier and 
Belvidera (Zofiany), 229 
Garrick as Hamlet (Wilson), 228 
Garrick as King Lear (Wilson), 228 
Garrick as Richard III (Dance), 194 
Garrick as Richard III (Hogarth), 
228 

Garrick in *The Farmer* s Return* 
(Zoflany), 229; igia 
Garrick in *The Provoked Wife* 
(Zoflany), 230 

Garter, History of the Order of the 
(Van Dyck), 50 

Garth, Sir Samuel (Kneller), 100; 

Ssb 

Gascars, Henii, 69-70, 85*® 
Gascoigne, A. D. F., (Wheatley) 
232 


Gaspars, John Baptist, 66, 96 
Gay, John, 125 
Geldorp, George, 41, 63, 64 
Generous Behaviour of the Chevalier 
Bayard (Penny), 206 
Genius (Kauflhiann), 195 
Gennari, Benedetto, 78 
Genre painting, 29, 207 fl*.; popu- 
lar, 1 17 

Gentileschi, Orado, 43, 87 
‘Gende Shepherd* Ramsay), 214 
George, St (Rubens), 46 
George I, 107 

George I, Landing of (Thornhill), 92 
George II, 107 
George II (Pine), 195 
George II at Dettingen (Wootton), 
216 

George III, 173, 201, 230; ‘Peter 
Pindar* on, 193 
George III (Dance), 194 
George III (Gainsborough), 187 
Gerbier, Sir Balthasar, 41, 64 
Gheeraerts, Marcus, 26, 27 
Ghirlandajo, Ridolfo, 5 
Gibson, Richard (Lely), 65 
Gibson, Thomas, 125 
Gillot, Claude, 118 
GiUray, James, 238 
Gilpin, Sawrey, 159, 216, 219, 220 
Gilpin, William, 220 
Giordani, Luca, 92, 220 
Girl, Head of a (attr. Fuller), 61*® 
Girl with Kitten (Merder), 142 
Girl with Pigs (Gainsborough), 
190; 160a 

Girl Plucking a Turkey (Walton), 
209 

Girl at a Spinning Wheel (Hay- 
man), 146 

Girl, Unknown (Gainsborough), 
184 

Girtin, Thomas, 157, 236 
Gisze, George (Holbein), 7 
Glamis Castle, (de Wett) 84 
Glasgow Gallery, (Martin) 242 
Godfrey, Thomas (Hoogstraeten), 
77 

Goderey-Faussbtt, Sir Brian, 
(Hoogstraeten) 77 
Godsalve, John and Thomas (Hol- 
bein), 6 

Going to Market: Early Morning 
(Gainsborough), 188 
Gomersall, Thomas, 77 
Good Samaritan, (Hogarth) 130 
Goodricke, Sir Henry (Hill), loi 
Goodwood, (Vogelarius) 29, 
(Gascars) 70, (Kn^er) 98, 99, 
(Canaletto) 116, (Vanderbank) 

' 13 5» (Stubbs) 218 


259 
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Gordon Castle, (Alexander) 240 
Gorhambury, (Bacon) 41, (Huys- 
mans) 69 

Gosford House, (Wilson) 176, 
(Seton) 242 

Castling, George (Hone), 196* 
Gouge, Edward, 97, 107 
Gough, Family of Mr Harry (Ver- 
eist), 143 

Gower, George, 20, 21, 24; Self- 
portrait, 21, 24; ija 
Goya, 134 

Grafton, Duke of (Knelier), 100 
Grcfton, First Duke of (Hawker), 76 
Graham Children (Hogarth), 132 
Graham, Mrs, as Housemaid (Gains- 
borough), 189 
Grammont, de, on Lely, 67 
Granby, Lord, Relieving a Dis- 
tressed Soldier (Penny), 205 
Granby, Marquess of (Closterman), 

lOI 

‘Grand style*, 152, 166 
Granges, David des, 40 
Grant, Sir Francis (Smibert), 138; 
114 

Grant, Mr, Skating (Stuart), 226 
Granville, Anne (Huysmans), 69 
Gravdot, H- F. B., 123, 124, 136- 
137 * 139 ^ 142. HS> I 4 <S, 182, 
184 

Grebber, Peter de, 62 
Greek House at Weston, View of a 
(Hodges), 179® 

Greenbury, Richard, 52 
Greenhili, John, 74-5, 243 
Greenwich Park (Stalbemt), 42 
Grenfelt, Admiral (Sandrart), 75 
Gresham, Sir Thomas (Mercers 
Hall), II, 12 

Greuze, 134, 207, 209, 210, 211, 
232 

Grey, Earl (Romney), 224; 183b 
Griffier, Jan (snr), 1 13-14 
Giiffier, Jan (jnr), 114 
Griffier, Robert, 114 
Griffin and Johnson in *The Alchy- 
misf (Bleeck), 228 
Grimm, 198 

Grimsthorpe Castle, (Wissing) 
75, Pahl) 103, (Hogarth) 131 
Gripsholm, (? van der Meulen) 20 
Grisailles, van der Velde’s, iii 
Grisoni, Giuseppe, 155 
Guardi, F., 91 
Guercino, 43 
Guido, 107 

Guildford, Sir Henry (Holbein), 7 
Guitdf^, Lady (Hplbein), 7 
Gulliver and the Houyhnhnms (Gil- 
pin), 139, 220 


Gumerson, see Gomersall 
Gunning Sisters (Hamilton), 198 
Gunton Park, (E worth) 15 
Gwysaney, (Leigh) 52 

H 

a. j., 85 » 

Hachten, Peter, 24 
Hadrian's Villa (Wilson), 176; 141b 
Hagar and Ishmael (Highmore), 137 
Hagley, (Wilson) 174 
Hague, The, (Holbein) 7, 8 
Hague (The) School, 33» 42 
Hale, Richard (Richardson), 106 
Hales, Christopher, 25 
Hales Family (Lely), 65 
Hales, see Hayls 

Halifax, Earl op, (Reynolds) 169 
Ham House, (Lely) 65, (Wright) 
72, (Barlow) 81, (Paton) 84, 
(Ashfidd) 243 

Hambleden, Lord, (Scott) 116 
Harney, Dr Baldwin (Snelling), 77 
Hamilton, Duchess of (Reynolds), 

158, 159. i <58 

Hamilton, Duke of, (Mytens) 
37, (Paton) 84, (Norie) 117, 
(Hamilton) 198, (Alexander) 
240 

Hamilton, First Duke of (Mytens), 

37; 

Hamilton, Gavin, 194, 198, 200, 
240 

Harcdlton, Gawen, 125, 128, 143 
Hamilton, Hon. Charles (Gains- 
borough), 185 

Hamilton, Hugh Douglas, 245 
Hamilton, Lady, 224 
Hamilton, Lady Margaret, 83 
Hamilton, Sir William and Lady 
(Allan), 214 

Hamilton and Argyll, Duchess of 
(Cotes), 193 

Hamilton Palace, (? Dobson) 55, 
(Schiinemann) 83 
Hampton Court, (attr. Vulpe) 4, 
(?van Cleve) 5, (van Leemput) 
8, (?Scrots) 1 1, 12, 13, (Eworth) 
17, (Custodis) 20, (Honthorst) 
41, (Gentiles(^) 43, (Knelier) 
66, (Wright) 73, (Gennari) 78, 
(Streeter) 79, (Dankerts) 80, 
(Verrio) 89, Rousseau) 90, 
(Thornhill) 93* (Heemskerk) 
118 

Hampton Court Beauties (Kndler), 
99* 103 

Hampton Court (Herefordshire), 
(Stevens) 113 
Hannemann, A., 41 

3i(SQ 


‘Hans, Master*, 6 
Harcourt, Viscount, (Knelier) 
100 

Harding, Francis, 117 
Hardwick Hall, (?Eworth) 17, 
23, 39 

Hardwicke, Lord, 1 81, 237 
Harewood House, (Reynolds) 
169 

Hargrave, J., 109^ 

Harlot's Progress (Hogarth), 125, 
129 

Harlow, G. H., 227 
Harris as Wolsey (Greenhili), 243 
Hart, Emma, see Hamilton, Lady 
Harvest Wagon (Gainsborough), 
188-9, 231 
Harvie, R., 241 

Hastings, Warren (Romney), 225; 
185 

Hatfield, 22, 27, (Hoefiiagd) 29, 
(Geldorp) 41 

Hatton, Sir Christopher, 26 
Haunce, see Ewordi 
Hawker, Edward, 76 
Hawker, Thomas, 76 
Hay, Lord David (KneUer), 109s 
Hay, William (Chalmers), 241 
Haydon, Benjamin, 94, 197, 200 
Hayls, John, 67-8, 72, 85” 
Hayman, Francis, 123, 124, 126, 
132, 136, 142, 145-7* 183, 194* 
195, 228 

Head, Family of Sir Thomas (Soldi), 

149 

Heathcote Hunting Group (Gardner) , 
246 

Heathfield, Lord (Reynolds), 163, 
170; 135 

Hebe (Peters), 21 1 
Hector's Farewell to Andromache 
(Hamilton), 198; lyob 
Heemskerk, Egbert van, 117-18 
Heere, Lucas de, 24 
Heins, D., 155 
Heins, John Theodore, 155 
Helmont, van (Ldy), 67; sjb 
Hengrave Hall, (Gower) 
(Wright) 72 

Henley on Thames (Siberechts), 80 
Henrietta Maria, Queen, 37 
Henrietta Maria, Van Dyck por- 
traits, 48-9 

Henrietta Maria and Jeffrey Hudson 
(Mytens), 37 

Henry VI (Nat. Port, Gall.), 3; la 
Henry VII (Sittow), 2 
Henry VII (attr. Perr^al), 2 
Henry VM, 3; and Holbein, 7 
Henry VIII, Holbein portraits, 8, 9, 

13**4 
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Henry VIII (Hampton Court), 5 
Henry the Pious, Duke of Saxony, 1 1 
Herbert, Lady Catherine, and her 
brother Robert (Richardson), 105 
Herbert of Cherbury, Lord (Larkin), 
40 

Herbert, Sir Sidney, (Scott) 112 
Hercules and Achelous (Stubbs), 218 
Hercules and the Hydra (Bacon), 42 
Hercules between Virtue and Vice 
(Reynolds), 168 

Hereford, Viscount, (Stevens), 

113 

Heme, William, 14 
Hero and Leander tapestries (Cleyn), 
42 

Heron, William, see Heme 
Hbrriard Park, (Scott) 116 
Hertford, Frances, Marchioness of 
(Van Dyck), 50; 40a 
Hervey, Augustine, saying farewell 
to his Wife (Gravelot), 139 
Heskett, 40 
Heude, Nicholas, 89 
Hever Castle, (Hogarth) 128 
Hickey, Thomas, 191 
‘Hieronimo*, 20 
Highland Chieftain, 73; 68 
Highmore, Joseph, 91, 92, 123, 
124, 125, 126, 128, 13 1, 132, 135, 
136-7 

Highnam Court, (Kettle) 196 
Hill, Thomas, 101 
Hnx Hail (Essex), 29 
Hilliard, Nicholas, 19, 21, 22, 23- 
24, 28 

Hillingdon, Lord, (Romney) 
223 

Hinchingbrooke, (Hawker) 76, 
(Scott) 1 12 

Hinchliffe, Bishop (Peters), 212 
Historic Gallery, Bowyer’s, 161, 
205 

History painting, 79, 123, 145, 
158, 161, 197 ff., 207; Hogarth’s, 
130, 132; in Scotland, 213 
Hoare, Henry (Wootton), 216 
Hoare, Sir Richard (Cotes), 192; 
162a 

Hoare, Sir Richard Colt, 243 
Hoare, William, 122, 155, 185, 
204 

Hobart, Sir Henry, 35 
Hoby, Sir Edward, 25 
Hodges, William, 160, 178-9 
Hoefiiagdi, Joris, 29 
Hogarth, William, 67, 94, 104, 
112, 115, 117, 121-2, 123, 124, 
125, 126, 127-34, 13 < 5 , 137. 138. 
140, 141, 142, 146, I5i» 158, 
159> 163, 228, 238 


Hogarth's Servants (Hogarth), 133- 
134, 185 ; m 

Holbein, Hans, i, 5 £, 12; Rey- 
nolds on, 7 

Holland, Lady (Ramsay), 154 
Hollar, Wcnceslaus, 42, 50 
Holme, Randle, 40 
Holmes, Bridget (Mey), 96; 80 
Holy Family (Dahl), 104 
Hondecoeter, G., 81, 118 
Hondius, Abraham, 81 
Hone, Nathaniel, 160, 193-4; Self> 
portraits, 193 
Honthorst, Gerrit, 41 
Hoogstraeten, Samuel van, 77 
Hope, Adrian (Alexander), 240 
Hope nursing Love (Reynolds), 168 
Hopetoun House, (Allan) 214, 
(Wootton) 216 
Hoppner, John, 170, 226, 233 
Hornby Castle, (Cunney) 59 
Homeband, Gerald, 4 
Homeband, Luke, 4, ii 
Horses, paintings of, 215 ff. 
Horsham, Cmusr’s Hospital, 
(Copley) 203 
Hoskins, John, 82 
Houbraken, ‘Heads’, 185 
Houghton House (Wilson), 177 
Houseman, see Huysmans 
Houston, R., 142 
Howard, Hugh, 101-2, 122 
Howard, Henry, Earl of Surrey 
(Scrots), 12; p 

Howard, Mr, offering Relief to 
Prisoners (Wheadey), 232; igza 
Howell, Mrs (Tilson), 102 
Howland, Mr and Mrs John (Riley), 
97 

Hoynck, Otto, 81 
Hubbert, 20 

Hudleston, Fr.John (Huysmans), 69 
Hudson, Sir Roger and Lady 
(Richardson), 107 
Hudson, Thomas, 97, 105, 124, 
125, 126, 128, 149, 150-1, 152, 
165, 169, 207, 210, 21 1 
Hull, (Parmentier) 90 
Humble, Lady (Betts), 59 
Humphrey, Ozias, 245 
Hunter, Dr (Chamberlin), 194 
HunterSlair, Sir James, Family of 
(Allan), 214; igoa 
Huntington, Lucy Countess of 
(Gheeraerts), 27 
Hussey, Giles, 122 
Hussey, Lord (attr. LW.), 60* 
Hutchinson, Colonel (Walker), 57; 
49a 

Hutchinson, Mrs (Walker), 57; 49 ^ 
Hutton John, (Huysmans) 69 


Huysmans, Jacob, 67, 69-70, 72 
Hyde, Anne, and her Music Master 
(Lely), 64 

Hylas (Pellegrini), 91 
Hylton, Lord, (Seymour) 216 
Hysing, Hans, 104, 15 1 

I 

Ibbetson, Julius Caesar, 236 
IcKWORiH, (Gravelot) 139? 

Idyll (Lely), 84^ 

Ilchester, Earl of, (Hogarth) 
129 

^Iliad*, illustrations for (Hamilton), 
198 

Imperiah, Francesco, 122, 151-a, 
I 55 » 241 

Ingram, Sir Bruce, (Eworth) 16, 
(Keirinckx) 42 

Inside of a Stable (Morland), 236 
Interiors, architectural, 59 
Inveraray, (Cotes) 193, (Opie) 
204 

Ipswich, Christchurch Mansion, 
(Gainsborough) 185 
Irish House of Commons (Wheat- 
ley). 232 

Irwin, Arthur, yrd Viscount (Bar- 
low), 81; 69 

Isham, Sir Justinian (Howard), loi 
Isham, Sir Thomas (Maratta), 109+ 
Italian influences, 122-3, 1^4 
Italian painters, 91-2 

J 

Jackson, Gilbert, 40-1 
Jackson, John, 227 
Jacob and Rachel (Ramsay), 152 
‘Jacobethan* portraiture, 19 
Jacobsen, Theodore (Hudson), 150, 
152 

James I, portraits of, 27, 35 
James V and Mary of Guise, 29 
James VI (Bronkhorst), 29 
James, W., 117 
James Family (Devis), 144 
Jamesone, George, 41, 43-4, 70 
Jarvis, Charles, see Jervas 
Jennings, Mrs Richard (Kneller), 99 
Jersey, Earl of, (Rubens) 37 
Jervas, Charles, 104, 105, 107-8, 
122, 135 

Jesser, Mrs Richard (Hoare), 155 
Jew, A (Opie), 204 
John of Gaunt (Hoby), 25 
Johnson, Adriaen, 313+ 

Johnson, Comdius, 33, 37, 38-9, 
43 

Johnson, Thomas, 59-60 
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Jones, E. Peter, Collection, 22 
Jones, Inigo, 35, 59 
Jones, T., 39 
Jones, Thomas, 178 
Jongh, Claude de, 42 
Jonson, Cornelius, see Johnson, 
Cornelius 

Judgement of Solomon (Toto), 5 
Judges (Wright), 72 
Judttk ^ely), 84+ 

Jupiter and lo, Story of (Amigoni), 
94 

K 

Kauffmann, Angelica, 160, 194, 

19s 

Keirinckx, Alexander, 42 
Kempenfeldt, Admiral (Kettle), 196 
Kent, William, 94, 115, 122 
Kenwood, (de Jongh) 42 
Keppel, Admiral Viscount, 165 
KeppeU Commodore (Reynolds), 
152, 166; 125 

Kerseboom, Frederick, 109’ 
Kerseboom, Johann, 109® 

Ketel, Comelis, 24-s, 26 
Kettle, TiQy, 160, 196 
Kew Palace, (Bogdany) 118 
Keyser, Thomas de, 55 
Killigrew, Anne, 76 
Killigrew, Thomas (Sheppard), 59 
Killigrew and Carew (Van Dyck), 
50; 38b 

Killingbeck, Benjamin, 219 
Kimbolton, (Peilegiini) 91 
King, Samuel, 109^ 

King, Bishop (Locky), 20 
King Herod's Dam and Brood (Gil- 
pin), 220 

King Lear in the Storm (Runciman), 

159; ma 

King Lear in the Storm (Stothard), 
2x2 

Kings, early portraits of, 2 
Kingsmill Family, Lady of Qohu- 
son), 39; 

Kingston Lacy, (Lely) 84s 
(Greenhill) 243 

Kxnnaibd Castie, (Jamesone) 43 
Kirkhy portraits, 17 
Kirhtoum, Mrs (ScougaU), 83 
Kit Cat series (Kneller), 99-100 
KmEY, Bastard collection, 
(Kneller) 30 

Knapton, George, 105, 122, 124, 
126, 138-9, 192, 244 
Kneller, Sir Godfrey, 66, 73, 88, 
93* 97-100, 1098, ‘121, 123, 

I24» 162-3; Lis stu^o, 100 
KNOLE, .(Scrots) 12, (deNeve) 42, 
(Reynolds) 168, (Dance) 194 


Knowsiey, (Cradock) 118 
Knox, John (Vanson), 29 
Knyff, Leonard, 113 
Kock, Lucas Comehsz de, 25-6 
Koninck, Philips de, 177 
Kratzer, Niklaus (Holbein), 6 
Kytson, Lady (Gower), 21 
Kytson, Sir Thomas (Gower), 21 

L 

Lacock, (?Hayles) 85” 

Lacy, John, in Three Roles (Hamp- 
ton Court), 73 

Lady and Child (des Granges), 40 
Lady and Gentleman, Unknown 
(Gainsborough), 184 
Lady, Unknown (Cotes), 193; 162b 
Lady, Unknown (Milton Park), 10; 
6b 

Lady, Unknown (Soest), 68; 62b 
Lady Winding Wool and Gentle-- 
man Drawing (Pond), 149 
Lady's Last Stake (Hogarth), 133 
Laguerre, Louis, 89-90, 92, 93 
Lairesse, Gerard de, 54, 163 
Lais (Holbein), 6 
Lambert, George, 112, 1 14-15, 
172, 174, 177 

Lamport, (Stone) 56, (Howard) 
101-2, (Maratta) 109+ 

Landscape painting, 29, 79-80, 
1 13-15, 172; first British, 41; 
Stuart, 42, 59; ‘portraits in*, 63; 
oil, X14 

Landscape with a Harvest Wagon 
(Wheatley), 231 

Landscape with a Hermit (Runci- 
man), 213 

Lane, John, collection, (Betts) 
59 

Lanier, Nicholas, 41 
Lankrink, P. H., 66, 79 
Lanscroon, Gerard, 88, 89 
Largillierre, Nicholas de, 66, 78 
Larkin, William, 40 
Laroon, Marcellus, snr, 1098, 125 
Laroon, Marcellus, jnr, 142-3 
La Tour, Quentin de, 245 
Lauderdale, Duke of (Riley), 97; 86a 
Lauderdale, James, 7th Earl of (Rey- 
nolds), 167 ; 130 
Laundry Maids (Morland), 235 
Lavinia, pictures of (Morland), 

235 

Lavinia and Acasto (Penny), 206 
Lawrence, Sir Thomas, 157, 161, 
170, 226, 227 

Leaving the Kennel (Wootton), 
2x6; 178a 

Le Bloni J. C., 123 


Lebrun, Charles, 89, 90, 94 
Lecce, (attr. Verrio) 88 
Lecherous Friar (Hayman), 146 
Lee, Lord, (AW) 4, (Lely) 66 
Lee, Sir Henry (Moro), 15 
Leeds, (Walker) 57, 6V^, (Wilson ) 
228; Temple Newsam, (Bar- 
low) 81, (Wootton) 114, 
(Mercier) 142 
Leemput, R. van, 8, 51 
Leicester, Earl of (Zuccaro), 25, 26, 

31’ 

Leicester, Philip Earl of (Kneller), 
99; 64a 

Leicester, Art Gallery, 
(Hogarth) 129, (Cotes) 192 
Leigh, Antony (Kneller), 99 
Leigh, T., 52 

Leigh, Theophilus, Five Children of 
(Hawkes), 76 

Leigh, Thomas, Lord (Stone), 56; 
44a 

Leighton, Lord, 98 
Lely, Sir Peter, 57, 62-7, 72, 88, 
150; his studio, 66, 74-5; Huys- 
mans and, 69; subject pictures, 
84+; and Kn^er, 99 
Le Neve, see Neve 
Leningrad, (Jones) 178 
Leon, Sir George (Gheeraerts), 27 
Leopold William, Archduke, 71 
Le Sueur, E., 223 
Lievens, J., 41 

Life-Class at the Royal Academy 
(Zoffany), 231, 232; igoh 
Light, study of, 207-8 
Ligne, de, family (? Peake), 28 
Lihey, Edmund, 102 
Lincoln, Three Sons of gth Earl of 
(Hoare), 15s 

Lincoln Cathedral, (Damini) 91 
Lindo, F., 241 

Lindow, Mr and Mrs (Romney), 
223 

Lindsey, Children of 2nd Earl of 
(Hayk), 67 

Lion devouring a Horse (Stubbs), 
219 

Lion seizing a Horse (Stubbs), 218 
Lion slaying a Horse (Stubbs), 218 
Liotard, Jean-J^tienne, 244-5 
Lisbdrne, Earl of, (Wright) 72 
Literary source painting, 135 
Literary subjects, 124 
Little ChiWen Brought to Christ 
(WiUs), 147 

‘little Dutch Landscapes’, Gains- 
borough’s, 184 

Littleton, Sir Timothy (Wright), 
8630 

Liverpool, 9, (Wilson) 176 
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Lloyd, Heneage, and his Sister 
(Gainsborough), 184 
Lloyd-Baker, Miss, (Zoffany) 

231 

Lock, Wihiam, 174, 210 
Lockinge, Loyd Collection, 
(Opie) 204 
Locky, 20 

Lomazzo, G. P., 54 » 163 
London Bridge, Old (de Jongh), 42 
London Bridge, Old (Scott), 116 
London from Richmond House 
(Canaletto), 116 
London views, 116 
London: Bank of England, 
(Scott) 1 16; British Associa- 
tion, (Wright) 208; British 
Museum, (Zuccaro) 25, (Thorn- 
hill) 92, 93, (Byng) 1098; 
Buckingham Palace, (Hont- 
horst) 41, (Rubens) 46, (Van 
Dyck) 48, (Wright) 72, (Rey- 
nolds) 164, (Gainsborough) 188, 
(Zof^y) 230; Burlington 
House, (Ricd) 92, (Kauffinann) 
195; Charterhouse, (Kneller) 
99; Chelsea Hospital Chapel, 
(Ricd) 92; Devonshire House, 
(Laguerre) 89; Dulwich GaIt- 
lery, (Fuller) 61*®, (Lely) 64, 
(Greenhill) 74, (Hogarth) 132, 
(Knapton) 139, (Gainsborough) 
184, (Wilson) 228; Foundling 
Hospital, (Hogarth) 13 1, (Hay- 
man) 146; Garrick Club, 
(Grisoni) 155, (Mortimer) 210, 
230, (van Bleeck) 228, (Van- 
dergucht) 230; Greenwich, 
National Maritime Museum, 
(? Holbein) 6, (Hilliard) 23, (de 
Critz) 27, 29; (Mytens) 35, 36, 
37, (Dobson) 54. (Lely) 66, 67, 
(Gascars) 70, (Greenhill) 74, 
(Thornhill) 92, (Kneller) 99, 
(Dahl) 104, (van de Velde) in, 
(Monamy) 112, (Brooking) 112, 
(Hudson) 150, (Reynolds) 
152, 165, 166, (Wilson) 174, 
(Hodges) 179, (Chamberlin) 
194, (Kettle) 196, (Abbott) 227; 
Guildhall, (Ldy) 65, (Wright) 
72, (Copley) 203, (Opie) 205; 
Hutchinson House, (Cham- 
berlin) 194, (Stubbs) 218; 
former India Ofhce, (Scott) 
1 12, (Lambert) 115, (Romney) 
225; Kensington Palace, 
(Wouters) 59, (Kent) 94, (Riley) 
96, (Kneller) 99, (Riley-Closter- 
man) 100, (West) 202, 206®; 
Lincoln’s Inn, (Hogarth) 133; 


Marlborough House, (Gen- 
tileschi) 43, (Laguerre) 89, 
(Knapton) 139; Mercers* Hall, 
(?Scrots) II, 12; Merchant 
Taylors* Hall, 5, (? Mallory) 
76, (Murray) 106; Middle 
Temple Hall, 5, (Leigh) 52; 
Mitre Tavern, Fleet Street, 
(Fuller) 58; Montagu House, 
90; National Gallery, (Hol- 
bein) 7, 8, (Bettes) 10, ii, 
(Moretto) 12, (Van Dyck) 49, 
(Dobson) 53, (? Dobson) 55, 
(Lely) 67, (Hogarth) 132, 133, 
140, (Lawrence) 157, (Rey- 
nolds) 163, (Wilson) 176, 
(Gainsborough) 183, 185, 189, 
(Cotes) 193, (Walton) 209, 
(Hoppner) 226, (Zoffany) 231, 
(Morland) 235, 236; National 
Portrait Gallery, i-a, 3, 
(PScrots) 12, (Elicke) 14, (Moro) 
15, 22, 29, (Mytens) 37, (de 
Neve) 42, (de Critz) 51, 
(Walker) 57, (Fuller) 58, 61*8; 
(Lely) 65; (Hayls) 67, (Soest) 
68, (Huysmans) 69, (Wright) 
71, (Kn^er) 98, 99, (Richard- 
son) 106, Qervas) 107, (Merder) 
125, 141, (Highmore) 136, 
(Dandridge) 137, (Beare) 138, 
(Hamilton) 143, (Hayman) 146, 
(Gainsborough) 185, (Hone) 
193* (Opie) 204, (Stuart) 225, 
(Abbott) 227, (>^eatley) 232; 
Painter - Stainers* Hall, 
(Aggas) 79; Richmond House, 
(Romney) 223; Royal Aca- 
demy, (Hone) 193, (Chamber- 
lin) 194-5; Royal College 
OF Physicians, (Sndling) 77, 
(Lilley) 102, (Richardson) 106, 
(Hudson) 1 50-1; St Bartholo- 
mew’s Hospital, (Hogarth) 
130; St James’s Palace, (Wis- 
siug) 75; St Michael’s Corn- 
HHL, (Streeter) 79; St Paul’s, 
(ThorrJiill) 93 ; Soane Museum, 
(Hogarth) 130, 133; SociETy of 
Antiquaries, 2, (Eworth) 16; 
Society of Arts, (Barry) 199; 
Tate Gallery, ^ettes) 10, 
(Highmore) 124, 136, 137, 
(Hogarth) 132, 133. I 59 . 

(Devis) 144, (Reynolds) 167, 
(Wilson) 174, 176, (Gains- 
borough) 187, 188, (Copley) 
203, (Wright) 208, 209, (Mor- 
timer) 210, (Romney) 223, 
(Morland) 235; University, 
(? Wright) 4; Victoria and 
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Albert Museum, 140, (Hay- 
man) 147, (attr. Fuseli) 
181, (Sandby) 238; Wallace 
Collection, (Reynolds) 168; 
Whitehall, (Holbein) 8 
Long Melford, (Eworth) 18®, 
(de Neve) 60® 

Longford Castle, (Johnson) 39, 
(Scott) 1 16 

Longleat (Siberechts), 80 
Longleat, (Wootton) 216 
Loo, Het, ^armentier) 90 
Loten, Jan, 79 
Lothian, Lord, 78 
Lothian, Marquess of, trustees, 
(Blijenberch) 34, (Huysmans) 
69, (Closterman) loi 
Lothian, 1st Marquess of (Scougall), 

83 

Lothian, Marchioness of (Scougall), 

83 

Louis XIV, 197 

Loutherbourg, Phihp James de, 
234-5. 236 

Lovelace, Lord (Laroon), 1098 
Lovelace, Richard, 63-4 
Lower orders, picturesqueness of, 
232 

Lowthbr Castle, (Cunney) 59, 
(Lely) 84+ 

Lucas, Baroness, Collection, 
(Mytens) 36, (Scott) 117 
Lucas, Sir Charles pobson), 54 
Lucretia, Death of Pellegrini), 91 
Lugano, Thyssen Collection, 8 
Lugt, Mr (Largillierre), 78 
Luke, St, Academy of, 70-1 
Lumley, John, Lord (van dcr 
Meulen), 20 

Lumley, Lady (van der Meulen), 20 
Lumley Castle, (van der Meulen), 
20 

’Lumley inventory*, 18*, 20 
Lunar Sodety, 207 
Luu, Benedetto, 94, 122 
Lutterell, Edward, 243 
Luttrell, Sir John (Eworth), 15-16, 
17; 12 

Lyzarde, Nicholas, 15 

M 

Macklin, 161, 198 
Macleod, Norman, 22nd Ckif of 
(Ramsay), 152, 163, 166; 124 
Macro, Dr Cox, 143 
Madonna, after Carracci (W right), 70 
Madonna della Sedia (Raphael), 223 
Madrid, (Titian) 12, 57, (Moro) 
14, (Van Dyck) 53 
Madruzzo Cristoforo (Titian), 12 
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Magdalen (Ldy), 84* 

Maher, J., (Hone) 196* 

Maid of Corinth (Wright), 209 
Mailhey, Bertrand du, 88 
Malahidb Castle, (Wnght) 73 
Mali, The, St James' Park (Gains- 
borough), 189 
Mallory, Robert, 76 
Maltby, George (Beechey), 227 
Maltravers, Lord, 14 
Man (1593)* 28 

Man, Unknown (Besan^on), 10® 
Man, Unknown ^ellin), 37 
Man, Unknown (Hogarth), 132 
Man, Unknown (Holbein), 10 
Man, Unknown (Moretto), ii 
Man, Unknown (Petwordi), 26 
Man with Bald Head (Greenhill), 74 
Manchester, (Souch) 40, (Devis) 
145, (Wilson) 176, (Hone) 193 
Manchester, Charles, ist Duke of, 
90, 91 

Manchester, Duchess of, and her Son 
(Reynolds), 168 
Mander, van, 8 

Mannerists, French, 24; Roman, 

25, 2S 

Mantua collection, 36 
Manuals of painting, 54 
Maratta, Carlo, 98, xoi, 122 
Maratta (Riley), loi 
March of the Guards towards Scot- 
land (Hogarth), 133 
Marchesini, Antonia, 95 
Marchi (Reynolds), 121, 196 
Marckment, Lady (Scougall), 86®* 
Maria (Wright), 209 
Marine painting, m fE 
Maeivan opening the Tombs of his 
Ancestors (Wright), 208; 176 
Mark Antony, Death of (Dance), 194 
Marlborough, Daughters of Dtdee of 
(Richardson), 107 
Marlborough, Duchess of, on See- 
man, 138 

Marlborough, Duchess of, and Child 
(Reynolds), 164 

Marlborough, Duchess of, and Lady 
Fitzhardinge (Kneller), 99; 8yb 
Marlborough, Duke and Duchess of, 
and Children (Riley), xoi 
Marlborough, 2nd Duke of, and 
Family (Hudson), 169 
Marlborough, Family of Duke of 
(Reynolds), 169; 133 
Marlow, William, 178 
Marriage h la Mode (Hogarth), 132, 
136; t02 

Mars and Venus, (Eworth), is 
Mars R^osing on the hap of Venus 
(Venio),^89 


Marshall, Ben, 215, 220 
Martin, Sm Alec, 179^ 

Martm, David, 242 
Mary, Princess, 10 
Mary, Princess (Beechey), 227; 
i8ga 

Mary Tudor, Princess (Corvus), 3 
Mary, Princess (van der Faes), 843 
Mary, Princess (Hoppner), 226, 
227; i8gh 

Mary, Queen (Moro), 14; loa 
Mary, Queen of Hungary, ii~i2 
Mary, Queen of Scots, 29 
Mary Tudor (Eworth), 16; 10b 
Maryland, State of, (Soest) 68, 
85*-^ 

Mascall, Edward, 59 
Mason, William doughty), 171 
Masucci, Agosdno, 198 
Maubart, James, 109® 

May, Hugh, 65 
Mead, Dr (Ramsay), 152; 121 
Medina, John Baptist, 108; self- 
portrait, 108; goa 
Medina, Sir John, 242 
Medina, jnr., 108 
Medor arid Angelica (Pellegrini), 91 
Medlycott, Mr (Gainsborough), 187 
Meeting of Henry VIII and Maxi- 
milian, 4 

Mdan, Claudio, 71 
Melbourne and Millbanke families 
(Stubbs), 219; 182 
Melbourne Hall, (Closterman) 
loi, (Highmore) 136, (Gains- 
borough) 189 

Melbury, (Amigoni) 95, (Hill) 
loi, (Maratta) 109*, (Ramsay) 
154, (Pond) 244 

Mellbrstain, (Scougal) 83, 86**, 
(Richardson) 106, (Ramsay) 152 
Melrose, Earl of (? Jamesone), 44 
Melton Constable, (Peake) 28 
Melville, George, Earl of (Medina), 
108 

Melvjue House, (Kneller studio) 
863 % (Bakker) 109® 

Mengs, Raphael, 198, 200, 244 
Merder, Philip, 123, 124-5, 137, 
140, 141-2 

Mercury presenting the Head of 
Argus to Juno (Amigoni), 94; 79 
Meres, Francis, 20 
Merevalb Hall, (le Neve) 52, 
(Borsselaer) 73 
Meulcn, Steven van der, 20 
Mezzotints, 155 
Mdddachtbn, (Lely) 63 
Middle Classes, as patrons, 124 
Middleton, Lord, (Gower) 21, 
(Siberechts) 80 
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Midsummer Afternoon with a 
Methodist Preacher (Louther- 
bourg), 234; ig2b 
Mierevelt, M. J., 33, 36, 67 
Mignard, 70 
Mijn, F. van der, 240 
Milan, Duchess of (Holbein), 8, 12 
Milkmaid and Farmer* s Boy (Gains- 
borough), 188; i4yb 
Millais, Sir John, 169 
Millar, William, 241 
Milton Park, Fttzwiliiam 
collection, 10, (Gower) 
21, (Mytens) 37, (Eycke) 38, 
(Walker) 57, (Griffier) 114 
Minerva and Arachne (Pellegrim), 

91 

Miniatures, 17, 19 ff., 38, 82-3, 84, 

155. 233 

Modena, (Gascars) 85*® 

Mohun, Lord (KneUer), 100 
Molyneux, Lady (Gainsborough), 
160, 187 

Mompers, J. de, 172, 179® 
Monamy, Peter, iii, 112 
Monk, General (Lely), 61*® 
Monmouth, Duke of (KneUer), 98, 
1093; 82 

Monnoyer, Baptiste, 90 
Montacutb, (Gardner) 246 
Montagu, Ralph, ist Duke of, 89, 
90 

Montagu, Duchess of (Gainsbor- 
ough), 187 

Montague, Lady Mary Worthy 
(Richardson), 106 
Montingo, Antonio, 88 , 90 
Montrose, Duchess of (Ramsay), 153 
Montrose, Duke of, pobson) 54 
Montrose, Marguess of (Pohson), 54 
Montrose, Marquess of (Jamesone), 
43; 35h 

Moonlight Scene (Wright), 208; 
171a 

Moor Park (Wilson), 177 
Moor Park, (Amigoni) 94 
‘Moral subjects’, 210; Hogarth’s, 
130, 134 

Moray, Earl of, 30; 26b 
Moray, Earl of, 30 
More, Jacob, 117 
More, Sir Thomas, on Holbein, 6 
More, Sir Thomas (Holbein), 6; 2 
More, Sir Thomas, Family of (Hol- 
bein), 6, 17, 20 
Moretto, ii 

Morgan, Mrs Vaughan, (Jones) 
39 

Morland, George, 235-6 
Morland, Henry, 142* 231. 
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‘Morning Post’, 157 
Morning Walk (Gainsborough), 
188, 224; 157 

Moro, Antonio, 12, 14-15 
Moroni, 12 

Morphey, Garret, lop® 

Mortimer, John Hamilton, 160, 
202, 210-11, 230 
Mordake Tapestry works, 42 
Moses brought before Pharaoh*s 
Daughter (Hogarth), 133 
Mosman, William, 241 
Mother and Child (Greenhill), 74 
MomsFONT Abbey, (des Granges) 
40 

Mountbatten, Countess, 
(Wright) 208 

Mount Edgcumbe, (Cumney) 59 
Mountjoy, Lord, on Henry VIII, 6 
Mount Stuart, (Ramsay) 154, 
(Reynolds) 169 

Mount Stuart, Lord, as a Harrow 
Archer (Ramsay), 154 
‘Mourning over the Dead Christ’, 
202 

Mouth of the Thames (Gains- 
borough), 189 

Muxgrave Castle, (Worsdale) 
1098 

Murdoch, George (Martin), 242; 
i88h 

Murillo, 190 

Murray, Thomas, 97, 106 
Musical Party (Laroon), 143 
Muswell Hill with Minchenden 
House (Wilson), 177 
Mytens, Daniel, 33, 35-8, 39 » ^8 
Mytens, Jan, 62 
Mythological painting, 17 

N 

Nannau Hall and Park (Siberechts), 
80 

Naples, Jesuit College, (Verrio) 
88 

Narfokd, (Pellegrini) 9L, 94 
Nasmydi, A., 232 
Nativity (Gennari), 78 
Naval Officer (Greenhill), 74; 70a 
Naval Officer and his Son (Ch^- 
berlin), L94 
Naval painting, iii fF. 

Nelson, Lord (Abbott), 227 
Nemours, Due de (‘Hiccus’), 18* 
Nesbit, Alexander, 70 
Nessus and Dejanira (Pellegrini), 

91 

Neve, Comelis de, 52 
Neve, Comdius, 41 
Neve, Jerome, 60^ 


Nbwbattlb Abbey, (Collier, 
Ferrers, Roestraeten) 78 
Newcastle, Duke of, (Hoare) 155 
Newmarket, 215 
Newmarket Heath (Devis), 144 
Newton, Sir Isaac (Murray), 106 
New York, (Holbein) 7, 10, 
(Mytens) 37; Frick Gallery, 
(Holbein) 6, 7, (Gainsborough) 
189; METROPOnTAN MuSEUM, 
(Lely) 84^ (?Dandridge) 137; 
Stillman collection, (Titian) 
12 

Nicholas de Modena, 4 
Nijmegen, Commissioners for Peace 
Treaty at (Gascars), 70 
Niobe (Wilson), 176; 142 
Nishet, Sir John (Paton), 84 
Nobleman, Unknown (Mcke), 13 
Noel Girls, the Three (Dandridge), 

137 

Nollekens, Joseph Francis, 123, 
X42 

Norfolk, Duchess of (Eworth), 16 
Norfolk, Duke of (? Wright), 85*6 
Norfolk, Thomas, Duke of 
(Ewordi), Id 
Norie, James, snr, IL7 
Norie, James, jnr, 117 
Norie, Robert, 117 
Normanby, Marquess OF, 
(Zoffany) 230 

Northampton, Earl of (Dobson), 54 
Northampton, Marquess op, 
(Moro) 14 

Northcote, James, 170, 197, 204, 
205; on Ramsay, 151, 153, 168; 
quoted, 138 

Northumberland, Duke of (Sir 
Hugh Smithson), iid 
Northumberland, Duke of, 2 
Northumberland, Algernon, Earl of 
(Lely after Van Dyck), 63 
Northumberland, Elizabeth Countess 
of (Lely), 67; 38b 

Northumberland, Hugh, Duke of 
(Barry), 199; i ^7 
Northumberland, Hugh, Duke of, 
and His Tutor Mr Lipyatt 
(Dance), 194; 164 
Norihwick Park, 42, (? Nolle- 
kens) 142 

Nostbix Priory, (Holbein) 6, 20, 
(Mytens) 3d, picketing) 136 
Nottingham, Lord, on Kneller, 
100 

Nottingham, (Wilson) i7^» 
(Wheadey) 231 

Nottingham, Earl of (Kneller), 109s 
Nottingham, Earl of (Mytens), 35» 
36 


Nottingham, Earl of (Wright), 8 d 3 o 
Nottingham and the Trent (Sibe- 
rechts), 80; 75 

‘Novels in paint’, Hogarth’s, 124 
Nugent, Earl (Gainsborough), i8d 
Nuneham Courtenay, (Custodis) 
21, (de Critz) 27 
Num, Peter de, 241 

o 

O the Roast Beef of Old England 
(Hogarth), 133; 103 
O'Brien, Nelly (Reynolds), 168 
Old Lady Qohnson), 38 
Oldham, Mr and his Friends (High- 
more), 124, 137; 107 
Ohver, Isaac, 19, 24, 2d, 27, 28-9, 
40 

Oliver, Peter, 82 
Omai (Reynolds), ido 
O’Neil, Lord, (Reynolds), id9 
Onslow, Lord, 81 
Opie, John, idi, 197, 204-5 
Orange, Prince and Mneess of (Lely), 
843 

Orange, William, Prince of (Wis- 
sing), 75 

Origin of Painting (Allan), 213 
Origin ^Painting (Rimciman), 213 
Orleans, Duchess of, 70 
‘Omatus muliebris anglicanus*, 50 
Orrery, The (Wright), 208 
Osborne, Dorothy, on Lely, 6$ 
Osborne, John, 40 
Oslo, Hamsteen collection, 
(Tilson) 102 

Ossian ceiling, Penicuik, ido, 213 
Oswald, Mrs (Zoflany), 231 
Ottawa, (Eworth) id, (West) 
2od5, (Loutherbourg) 234 
Overton House, (Soest) 68 
Owen, William, 227 
Owl Mocked by Small Birds (Bar- 
low), 81; 74 

Oxenden, Sir John (Greenhill), 74 
Oxford, Countess of (van Somer), 34 
Oxford, Robert, Earl of (Richard- 
son), 105 

Oxford, (Taylor) 77, (Wilson) 
175; All Souls, (Thornhill) 
93; Ashmolean Museum, 
(Bacon) 41, (de Critz) 51, (Le 
Neve) 52, (Walker) 56, (Bd- 
lucd) 92, (Riley) 97, (Penny) 
2od, (Thrumpton) 243; Bod- 
lEiAN Ilbrary, (Ketel) 25, 
(Gheeraerts) 27, (Fuller) 58, 
(Riley) 97, (Richardson) lod; 
Christ Church, (Walker) 57 , 
(Riley) 96, (Richardson) 105; 
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Corpus Christi, (Corvus) 
3; Examination Schools, 
(Lanier) 41, (Fisher) 59; Mag- 
dalen College, (Greenbury) 
52, (Wright) 72, (GreenhiU) 
243; New College Chapel, 
(Reynolds) 168; Queen’s Col- 
lege, 25, (Fuller) 58, (Murray) 
106; St John’s College, (Mur- 
ray) 106; Sheldonian Theatre, 
(Streeter) 79, 87; Town Hall, 
(Heemskerk) 118; Wadham 
College, (Lucoon) 109® 

P 

Padovanino, 92 
Padworth, (Tilson) 102 
Pagan and Monarch (Stubbs), 220 
‘Pamela* (illustrated Highmore), 
124, 136 

Pamela telling a Nursery Tale (High- 
more), 1^6; 106 
Pan, Barth^emy du, 125, 143 
Pannini, Giovanni, 117, 144 
Panshanger, (Richardson) 105, 
(Stubbs) 219 

Parham, (Scrots) 12, (Ketel) 25, 
(Johnson) 39, (Lely) 64, (Bar- 
low) 81, (Riley-Closterman) 
97, (Kneller) 99, (Scott) 112 
Parker, Sir John (Custodis), 20 
Paris, Louvre, (Holbein) 6, 8, 13; 
(Pot) 41, (Van Dyck) 48, 
(Fuller) 58, (Lely) 84^ 
Parmentier, James, 90 
Pasquin, Anthony, 157 
Passe, de, 20 
Pastel portraits, 243 fF. 

Paston family, 2 
Poston, Sir William, 55 
Pastorals, 123 
Patdi, Thomas, 171* 

Pater, J. B. J,, 142 
Paton, David, 84 
Patronage, 197 

Paul, St, Stories from the Life of 
(Thornhill), 93 

Paul before Felix (Hogarth), 133 
Peake, Robert, 26, 37-8 
Pearson, Hon. Cuvb, (Ketel) 25 
Pearson, Hon. IVIrs Cuvb, see 
Parham 

Peart, Henry, 109^ 

‘Peinture morale*, 123 
Pell, Walter (Mallory), 76 
Pdlegrini, Gianantonio, 90, 91, 94, 
123 

Pembroke, Earl of (Blijenberch), 

34 

Pembroke family (Van Dyck), 51 


Penicuik, (Scougall) 83, (Aik- 
man) 108, (Rundman) 160, 
(Alexander) 213 
Penni, Bartholomew, 4-5 
Pennington portraits (Gardner), 
246 

Penny, Edward, 122, 159, 195, 
198, 205-6 

Penshurst, (?de Kock) 25, 26, 
(Gheeraerts) 27, (Lely) 64, 84^, 
(Wissing) 75, (Kneller) 99, 
(Highmore) 136 
Pepys, on Lely, 67 
Pepys, Samuel (Hayls), 67 
Percy Children, The (Stuart), 226 
Period costume, 161 
Perreal, Jean, 2 
Perrier, Francois, 58 
Perronneau, 245 
Perry, Mrs (Highmore), 136 
Perryer Family (Lely), 65 
Perseus, Story of (attr. Cleyn), 43 
‘Persian Vest’ (Soest), 68 
Personality of sitter, 163 
Perspective of a Corridor (Hoog- 
straten), 78 

Perfective of a Courtyard (Hoog- 
straten), 78 

Pesne, Antoine, 123, 141 
Peterborough, Earl of (Dobson), 54 
Peters, M. W., 160, 211-12 
Petworth, 13, (attr. Eworth) i8<>, 
26, (Neve) 60^, (Lely) 63, 
(Penny) 206 

Petworth Beauties, (Dahl), 103 
Phelps, Richard, 156 
Philadelfhia, (Hogarth) 129 
Philip, Arthur (Wheatley), 232; 
164b 

Philips, Charles, 125, 140, 143 
Philosopher (Kneller), 98 
Philosophers (Walker), 58 
Piazzetta, 155 
Pickering, Henry, 156 
Pierce, Edward (Fuller), 58 
Pierson, Major, Death of (Copley), 
203 

‘Pindar, Peter’, 157, see also Wol- 
cot, John 

Pine, Robert Edge, 105-6, 210 
Pine, R., jnr., 1963 
Piozzi, Mrs, on Gainsborough, 189 
Piping Boy (Hone), 193 
Plymouth, (Laroon) 109* 
Plymouth, Earl of, collection, 
(Moro) 15, (van Somer) 34 
Pochin family (LW.F.), 52 
‘Poet’s Gallery’, Maddin’s, 161, 
198, 2X2 

Pole, Sir John and Lady (Hudson), 
X50; 113 


Polixenes and Camillo in the Shep^ 
herd’s Cottage (Wheatley), 232 
Polwarth, Patrick, Lord (Scougal), 

83 

Polygraphic reproduction, 235 
Polyphemus (Gouge), 107 
Pond, Arthur, 122, 124, 126, 149, 

244 

Pontefract Castle (attr. Vmcke- 
boons), 42 

Pool of Bethesda (Hogarth), 130 
Pope, Alexander, 107 
Pope, Alexander (Kneller), 100 
Port Eliot, (Reynolds) 163 
Port Sunught, (Reynolds) 158, 
x68, (Wilson) 176, (Stubbs) 219 
Porter, Endymion (Dobson), 53; 47 
Portland, Duoece of, (Dobson) 
54, (Barret) 178 

Portman, Viscount, (Gainsbor- 
ough) 187 

Portman, Mrs William Henry 
(Gainsborough), 187; 156 
Portraits, college founders’, 26; 
full-length, IX-12, 26; imag- 
inary historical, 25-6; royal, 
33 ff-, 37. 48-9, 97. 104 
Portsmouth, Duchess of, 70 
Portsmouth, Duchess of (Kneller), 
99; S3 

Poses, Lely’s, 66 

Pot, Hendrik, 41 

Poultry and Ducks (Cradock), 118 

Poussin, Gaspard, 172, 173, 174 

Poussin, Nicolas, 71, 87, 174 

Powis, Earl of, (Bhjenberch) 34. 

(Romney) 224 
Powys, Mrs Lybbe, 188 
Poyntz, William (Gainsborough), 

187 

Pratt Children (Dance), 194; 163b 
Price Family (Dandridge), 137; 110 
Price, Francis (Beare), 138 
Prices, artists’: Cooper, 82; Cotes, 
193; Lely, 66; Melville, 108; 
Richardson, 106; Riley and 
Closterman, 97; Soest, 68; Van 
Dyck, 48; Wright, 72 
Primrose, Sir Archibald (attr. 
Scougal), 8653 

Prince Wales’s Phaeton (Stubbs), 
2x9; lyga 

Prior, Matthew (Kneller), 99 
Prior, Matthew (Richardson), 105 
Prior (Jervas), 107 
Priwizer, Johannes, 41 
Progress of Human Culture (Barry), 

199 . ^ 

Progress of Virtue, The (Mortimer), 
210 ; 177 

Prophets (Streeter), 79 
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Puget, 90 

Pylades and Orestes (West), 158 

Q 

Quaker Meetings (Heemskerk), 118 
Queenborough Castle, Constables of 
(Hoby), 25 
Quesnel, Pierre, 29 
Quincey, R. S. de, 234 

R 

Racine (illustrated Cheron), 124 
Radnor, Earl of, (Eworth) 16 
Raeburn, Sir H., 98, 240, 242 
Rake's Progress (Hogarth), 125, 
130 

Rambour, 89 

Ramsay, Allan, 122, 125, 126, 128* 
150, 151-4. 158, 162, 163, 165, 
166-7, 192, 214, 240 
Raoux, 123 

Rape of Europa (Pellegrini), 91 
Rape of Proserpine (Alexander), 
240; 166b 

Raphael, 200, 201, 223 

Rav, Jan, see Corvus 

Raven, John, see Corvus 

Read, Catherine, 244 

Reader, Wilham, 97 

Reapers, The (Stubbs), 219; lygh 

ReCHBERG, VON, COLLECTION, 

(Walker) 57 

Recruiting Officer (Mercier), 141 
Redlynch, 26, 28, (Johnson) 39 
Reeve, Sir Thomas (Amigoni), 95® 
Regatta on the Thames (Gnifier), 
1 14; 92 

Regulus, First Departure of, from 
Rome (West), 201; lyoa 
Religious paintmg, 14 
Rembrandt, 77, 98, 163 
Remee, see Leemput, van 
Rem, Guido, 168 
Renishaw Hall, (Copley) 202 
Repulse of the Floating Batteries at 
Gibraltar (Copley), 203 
Rest on the Flight (Gtetileschi), 43 
Resurrection (Ricd), 92 
Return of Orestes (Downman), 233 
Reyn, J. de, 50 

Reynolds, Sir Joshua, 94, 97, 104, 
105, 121, 124, 133, 150, 152, 153. 
157-8, 159, 160, 162-71, 180, 
186, 187, 190, 193. 199, 201, 224, 
230, 246; on Holbein, 7; ‘Dis- 
courses’, 158, 164, 180, 197; on 
Wilson, 173, 175; Gainsborough 
on, 162; his draughtsmanship, 
162 


Ricard, 89 

Ricd, Marco, 91-2, 173 
Ricd, Sebastiano, 91-2, 93 
Richardson, Jonathan, 97, 104, 
105, 122, 126, 128, 135, 149; on 
Van Dyck, 49 

Richardson, Jonathan, jnr. 106, 

Z22 

Richardson, Samuel, 136 
Richardson, Samuel (Highmore), 
136; 108 

Richmond, Cook collection, 
(Gainsborough) 184 
Richmond, Thames at, 42 
Richmond, Duchess of, in Man's 
Attire (Huysmans), 69 
Richmond, Duke of, 115 
Richmond, 2nd Duke and Duchess 
of, watching Horses exercising 
(Stubbs), 218; 180 
Ridley, Sir Matthew White (Hopp- 
ner), 226 
Rigaud, 100, 13 1 
Riley, John, 88, 96-7, 99, 100, 105, 
128 

Rinck, Hermann, 2 
Rita, Ritus, see Wright, Michael 
Rizzio, Death of (Opie), 205 
Road by a River, A (Wilson), 176; 
H5 

Roanne, 13 

Roberts, Lieutenant (Reynolds), 
165; 122b 

Rochester, Third Earl of (Hawker), 
76 

Rockingham, Lord, 219 
Rockingham, First Marquess of 
(Richardson), los 
Rococo style, 184; Dandridge and, 

137 

Roden, Earl of, (FuUer) 58 
Roestraten, Pieter, 74, 78 
Roman Triumph (Pellegrini), 91 
Romantic Mountain Landscape 
(Gainsborough), 190 
Rome, Palazzo, Corsini, (? Hol- 
bein) 9, 13; Santa Ma^ dei 
Miracou, (Gascars) 85^9 
Romney, George, 160, 192, 222-5 
Rookwood, Sir Robert (Wright), 72 
Roos, Lord, 77 

Rosa, Salvator, 160, 172, 190, 210 
Roscommon, Earl of (Maratta), 109* 
Rosebery, Earl of, (Weesop) 51, 
(? Scougall) 8651 

Roihermere, Lord, (Merder) 141 
Rothes, Duke of (Schiinemann), 83 
Rothschild, Lord, (Eworth) 16, 
(Reynolds) 168, (Gainsborough) 
188 

Rousel, see Russel 
267 


Rousham, (Kneller)99; 115, (Van- 
loo) 149 

Rousseau, Jacques, 90 
Rowlandson, Thomas, 157, 238 
Roxburghe, Duchess of (Richard- 
son), 106 

Royal Academy, 123, 131, 144, 
146, 151, 158, 159, 160, 168, 177, 
181, 186, 187, 192 £ 

Royal Family (Zoflany), 230 
Rubens, 37, 46, 47, 87, 162, 170; 

costume, in ladies’ portraits, 135 
Ruisdael, J., 177, 182 
Runciman, Alexander, 117, 160, 
198, 201, 209, 212-X3, 240; 
Self portrait, 213 

Rundman,John, 159, 198,212-13, 
240 

Rupert, Prince (Wnght), 72 
Rupert (Prince), Col. Murray, and 
Col. Russell (Dobson), 54-5; 45 
Rusca, 125 

Ruskin, on Wilson, 172 
Russel, Theodore, 76 
Russell, Anthony, 107 
Russell, John, 245 
Russell, Col. Hon. John (Wright), 
72 

Russell, Col. John (Hayls), 85“ 
Russell, Ladies Diana and Anne 
(? Hales), 85“ 

Russell, Sir William (Gheeraerts), 
27 

Russell, Lady (Gheeraerts), 27 
Russell, Lord William, and his 
Dwarf (Priwizer), 41 
Rutland, Duke op, (VanDyck) 50 
Rutland, Earl of, 34 
Ryck, William de, 109® 

s 

Sadler, Thomas, 76-7 
Sailmaker, Isaac, 63 
St Evremond, M. de (Kneller), 99 
St Louis, (Holbein) 7, (Mytens) 
37, (Gainsborough) 186 
St Martin’s Lane Academy, 196 
St Paul's Cathedral (Marlow), 178; 
146 

St Quinton, Sir William (Gains- 
borough), 186; 152 
Salisbury, 77 

Salisbury, Countess of (Lanier), 41 
Salisbury, Earl of (de Critz), 27 
Salisbury, 2nd Earl of (Lanier), 41 
Salisbury, Guildhall, (Green- 

hill) 74 

Salisbury, Margaret, Countess of 
(Nat. Port. Gall.), 3. ^b 
Sausbxtry, Marquess of, 2 



INDEX 


Salter, (Hogarth), 132 
Saltonstall, Family of Sir Richard 
(des Granges), 40; 37 
Saitram, (Stuart) 225 
Salwey, Major Richard (Soest), 68 
Samwell, Sir Thomas, 141 
Sandby, Paul, 212, 237-8 
Sandby, Thomas, 237 
Sandon, (Richardson) 106, 
(Crank) 1563, (Wheatley) 232 
Sandrart, J., 41, 71, 75; on Lely, 62 
Sandwich, Earl of, 1x2 
Sandys, Lord, Pobson) 55 
Savernake, (Ldy) 65 
Savery, William (Laroon), 109* 
Sawers, John, 60 

ScampstonHaix, (Gainsborough) 
186, 188, (Stubbs) 220 
Scarbrough, Earl of, (van der 
Meulen) 20 

Scarbrough, Earl of (Kneller), 100 

ScAWBY, (Stubbs) 217 

Scene from *KingJohn* (Mortimer), 

2X0 

School, The (Opie), 161, 204; 161b 
Schiinemann, L., 83 
Schutz, Baron, X41 
Scotland, portraiture in, 2, 43-4, 
60; landscape in, 117; painting 
in, 29-30, 83-4, X08-9, 212-14, 
240-2; history painting in, 213 
Scott, Samuel, iii, 112, 115, 116- 
X17, 220, 238; 93 

Scott, Lady Caroline, as Winter 
(Reynolds), 169; 134 
Scougal, 44 
Scougall, David, 83 
Scougall, George, 83, 84 
Scougall, John, 83, 84 
Scrots, Guilhm., xi-13 
Scullion, The (Mey), 96; 81 
Sea painting, xxx £. 

Sbaeibld, Countess of, 0 ame- 
sone) 43 

Seeman, Enoch, 125, 138; Self- 
portrait, 138 
Seeman, Isaac, X38 
Sbfton, Lord, (Gainsborough) 

187 

Segar, Francis, 20 
Segar, Sir William, 20 
Seigar, 20 
Seisenegger, 12, 13 
Segeant Painters, 3-4, 5, 14, 21, 
26, 28, 51, 79, 93 
Series, Dominic, 113 
Seton» John Thomas, 241 
Seven Children of the Duke of 
Somerset (Qosterman), loi 
Severus reproaching Caracalla 
(Greuze), 207 


Sewers, John, 60 
Seymour, James, 215, 2x6 
Seymour, Jane (Holbein), 7, 8, 9; 3 
Shackleton, John, 154 
Shaftesbury, Earl of (Closterman), 

lOI 

‘Shakespeare* (illustrated Hay- 
man), 124, X45, 146 
Shakespeare Gallery, Boydell*s, 
161, 197, 198, 204, 205, 209, 2x2, 
222, 232, 236 

Shardeloes, 22, (Barlow) 81 
Sharp Family (Zoffany), 231 
Sharpe,Joshua (Reynold), X70; 127 
Shee, 227 

Shepherd Boy (Reynolds), X69 
Sheppard, William, 58-9 
Sherborne Castle, 29 
Sheridan, Mrs (Gainsborough), x88, 
189 

Sherwin, 69 

Shirxjey family, (Walker) 57 
Shotover House, (Mercier) 148® 
Shovell, Sir Cloudesley (Dahl), 104; 
86b 

Shrimp Girl (Hogarth), 133 
Siberechts, Jan, 80, 114, X17, 215 
Sidney, Lady (Eworth), 18®, 26 
Sidney, Henry (Lely), 64; 55 
Siena, 22 

Sigismunda (Hogarth), 133, 159; 
104 

Simpson, Christopher (Carwarden), 
59 

Sittow, Michael, 2 
Srrwiix, Sir Osbert, (Walton) 
209 

Sitwell Family (Copley), x6i, 202 
Skaters on the Serpentine (Row- 
landson), 238 
Slaughter, S., 122 
Sledmere, (Romney) 224 
Sleeping Nymphs (Ldy), 64 
Sliding on the Ice (Hayman), 147 
Sloane, Sir Hans (Richardson), xo6 
Smibert, John, 125, 138 
Smith, Sir Jeremy (Lely), 67; 57a 
Smith, Thomas (of Derby), 208 
Smith, Admiral Thomas (Wilson), 
174; 128a 

Smyth, Sir Edward (Murray), xo6 
Sndling, Matthew, 77 
Snow, Richard (Pond), 149 
Snowdon (Wilson), 176; 143 
Snyders, 220 

Society of Antiquaries, see 
London 

Sodety of Artists, 123, 146, 157, 
159, 160, i86, 218 
Soest, Gerard, 51, 68-9, 97 
Soldi, Andrea, 125, 149 

26$ 


Solimena, 15 1 

Solomon and the Queen of Sheba 
(Holbein), 9 
Somer, Bernard van, 33 
Somer, Paul van, 33-4 
Somer Hill (Turner), 177 
Somerset, 3rd Duke of (Walker), 
57 

Somerset, 3rd Duke of, and Lady 
Elizabeth Seymour (Lely), 65 
Sonmans, WiUem, 1099 
Sonmus, 75 

Sophia, Electress of Hanover, 49 
Souch, John, 40 
South Sea Bubble, 94 
South Seas, 160 
SOUTHAM DeLABERE, 2, 1 3 
Southampton, 3rd Earl of (My tens), 
36 

‘Southern School* of Water- 
colorists, 239 

Souimix, (Gainsborough) 188, 
(Dupont) 191, (Gilpm) 220 
Spanish Friar (Kneller), 99 
Spencer, Earl (Hoppner), 236 
Spencer, Georgiana, Countess, and 
her Daughter (Reynolds), 159, 
167 ; 132 

Spencer, Lady, quoted, 180 
Spencer, Lady, and her Son (Riley), 
97 

Spencer, Hon. John, and his Son out 
Shooting (Knapton), 139; 109 
Spenser, 310 

Sporting painting, 59, 80-1, X13, 
315-21 

Spynie, Lord (Jamesone), 43 
Squerryes Court, (Vandervaart) 
102, pandridge) 137 
Stacie, Joseph, 60 
Stalbemt, Adriaen van, 42 
Stamford, Countess of (Redlynch), 
28; 23 

Stanhope, Hon, Alexander (Closter- 
man), loi; 88 

Stapleton, Sir Philip (Wright), 85** 
Stardens, (Dandridge) 137 
Starkey, see Strong 
Status of painter, improvement 
in, 163 

Stede, Christopher, 223 
Stedyard, the London, 7 
Steenwydk, Hendrik van, 59 
Steer, Wilson, 189 
Sterne, Laurence, 137 
Steuart, Charles, 241 
Steven, 20 
Stevens, John, 113 
Still-life painting, 78 
Stockholm, pahl) 104 
Stone, Henry, 55-<S 



INDEX 


Stone, Simon, 51* 5<5 
Stonkleigh Abbey, (Stone) 56, 
(Hawker) 76, (Wibon) 177 
Storm (Loutherbourg), 234 
Stothard, 212 

Stourbridge, Oldswinstead 
Hospital, (Trabute) 76 
Stourhead, 115, (Cotes) 192, 
(Wootton) 216, (Wilson) 228; 
243 

Strafford, Lady (Jervas), 107 
Strcfford and his Secretary (Van 
Dyck), 47 

Strafford with the Dog (Van Dyck), 
47 

Strangeways, 14 
Strangway $, Susanna 
87a 

Strangways, Mr and Mrs Thomas 
and Children (Hill), loi 
Stratford-on-Avon, Corpora- 
tion, (Dance) 194; Memorial 
Theatbe, (Van Bleeck) 149, 228 
Strawberry Girl (Reynolds), 160, 
168 

Streeter, Robert, 3, 79, 87 
Stretes, G., see Scrots 
Strong, Sampson, 26, 52 
Stuart, *Atlienian*, 199 
Stuart, Gilbert, 225-6, 241 
Stuart, Mrs James (Mosman), 241 
Stuart, Lords John and Bernard 
(Gamsborough), 186 
Stubbs, George, 159, 215, 216, 
217-19, 220 

Studley Royal, (Wright) 73 
Styles, Mr, 94 
'Sublime style*, 193 
Sudbury Hall, (Laguerre) 89 
SuDELEY Castle, (Corvus) 3, 
(Fuller) 58 

Suffolk, Duchess of, and Adrian 
Stoke (Eworth), 16 
Suffolk, Margaret Countess of (Red- 
l^ch), 26, 28; 22 
Sunderland, Charles, Earl of 
(Richardson), 105 
Sunderland, Earl of (Maratta), 109* 
Sundon, Lady (Amigoni), 95 
Susanna and the Elders (I^ly), 84^ 
Sutherland, Duke op, (Gains- 
borough) 190 
Swedish painters, 103-4 
Swift, Jonathan, 107 
Swift, Jonathan (Jervas), 107; gib 
Swinburne (Gainsborough), 188 
SwiNTON Park (Carleton), 39 
Sydney, Barbara Lady, and Six 
Children (Gheeraerts), 27 
Sydney, Sir Henry (Amolde), 20 
Sydney, Sir Henry (Eworth), 26 


Sykes, Sir Christopher and Lady 
(Romney), 224; 184 
Symbols, 163 
Symonds, Richard, 53 
Syon House, 30”, (Van Dyck) 
50, (Greenbury) 52, (Walker) 
57 , (Lely) 63, 843, (Riley) 97, 
(Closterman) loi, (Dance) 194, 
(Barry) 199, (Stuart) 226 

T 

Tahiti (Hodges), 179; 147a 
TaUfier, 60 

Talbot, Sir Gilbert (Hayls), 85“ 
Tavern Door (Morland), 235 
Taylor, John, 77 
Telfer, 69 

Temple, Susanna (Johnson), 38; 34b 
Teniers, 235 
Ter Borch, 41 
Terbrugghen, 41 
Texture of painting, 128 
Thames from above Greenwich (Stal- 
bemt), 42; 41 

Theatrical conversation pieces, 228 
Thetis Bringing the Infant Achilles 
to Chiron (Pellegrini), 91 
Thicknesse, Mrs (Gainsborough), 
186; ijg 

Thicknesse, Philip (Gainsborough), 
191^ 

Thihiestane Castle, (Seeman) 
138, (Ramsay) 167 
Thomson, James, ‘Seasons*, 206 
ThomhiU, Sir James, 89, 92-5, 100, 
104, 123, 127-8 
Thorpe H^, (Mercier) 142 
Thxale, Mrs, on Reynolds, 164 
Three Persons viewing *The Gladi- 
ator* by Candlelight (Wright), 
208 

Three Princesses (Copley), 202 
Thrumpton, T., 243 
Tiepolo, 91 

Tillemans, Peter, 143, 144, 215,2x6 
Tftney, Earl, 142 
Tilson, Henry, 73, loi, 102, 103 
Titian, 6, 11-12, 57, 163; influence 
on Van Dyck, 47 
Toledo (Ohio), ^eechey) 227 
Toliemachb, Lord, (Gainsbor- 
ough) 190 
Toms, Peter, 192 
Tonson, Jacob (Kneller), 100; 85a 
Torriano, Samuel (Ramsay), 152; 
122a 

Torrigiano, Pietro, 5 
Toto, Anthony, 4-5, 14 
Toulouse Museum, (Vertio) 88 
Tourarde, Michael, 88 
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Tower of London (Scott), 116; 95 
Towneley, Charles, Among his 
Marbles (Zoffany), 231 
Trabute, WilHam, 76 
Tradescant, Hester, and Stepson (de 
Critz), 51 

Tradescant, John, with Spade (de 
Critz), 51 

Tradescant, John, and Zythepsa (de 
Cntz), 51-2; 43 

Tradescant, John, jnr (de Critz), 51; 
44b 

Trees, paintmgs of, 238 
Tribuna of the Uffizi (Zoffany), 231 
Triptych (Hogarth), 133 
Triumph of Poverty (Holbein), 7 
Triumph of Truth (Reynolds), 197 
Triumph of Venus (Ricd), 92 
Triumph of Wealth (Holbein), 7 
Tromp, Admiral (Kneller), 98 
Troost, 240 

Trotter, Thomas (Millar), 241 
Troy, Jean-Frangois de, 100, 128 
Tudor-Craig, Sm Algernon, 
(Murray) 106 

Turk on Horseback (Eworth), 51, 11b 
Turner, J. M. W., iii, 157, 176, 
177, 234, 236 

Tweeddale, John, 2nd Marquess of, 
(Soest), 68; 62 

Tweeddale, Marquess of (Kneller), 
1095 

Tweeddale, Marquess of (Maratta), 
109+ 

Turisden coiLEcnoN, (Soest) 68 
Two Bunches of Grapes (Largil- 
lierre), 78 

Tyninghame, (Jamesone) 43, 44, 
(Gamsborough) 185 
Tyrconnel, Viscount, and his Family 
(Mercier) 141; 115 
Tyson, Edward (Lilley), 102 

u 

Ufpington, (Hayls) 68 
Ugbrooke, ^oestraeten) 78 
Ugolino (Reynolds), 168 
Ulysses and Penelope (at Hard- 
wick), 17 

Uncultivated Genius, The (Allan), 
214 

Unransomed, The (Wilson), 176 
Upton House, (Hogarth) 13 1, 
(Pond) 149, (Stubbs) 219, 
(Wheatley) 231 

V 

Van Aken, see Aken 
Vanbrugh, Sir John, 91 
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Vanhmgh, Sir John (Kneller), lOo 
Vanderbank, John, 91, 114, 123, 
124, 125, 128, 135, 137 
Vandereyden, Jeremias, 77 
Vandergudit, Benjamin, 230 
Vandermeulen, Antony, 216 
Vanderwaart, John, 102 
Van de Velde, Willem, snr, iii 
Van de Velde, Willem, jnr, iii 
Van Dyck, Sir Anthony, 35, 36, 37 
39, 46-51, 53-4, 55, 57, 59, 63, 
151, 162, 163, 186; his studio, 
50-1, 56; selfportrait, 56-7; 50a 
Van Loo, Jean-Baptiste, 125, 132, 
149, 150 

Vanson, Adriaen, 29 
Vauxhall Gardens, 124, 145, 146, 

147 

Velazquez, 37, 71, loi 
Ven House, (Beare) 138 
Vendetta portraits, 29-30 
Venetian Girl at a Window (Mer- 
der), 141 

Venetian pictures, Charles I’s, 37 
Venus (Holbein), 6 
Venus (Lely), 84^ 

Verelst,John, 139® 

Verelst, Wilham, 143 
Vemet, Claude-Joseph, 174, 178, 
208, 234 

Vernon, Admiral (Gainsborough), 
185 

Vernon, Mr (Kneller), 98 
Vernon, Mrs (Murray), 106 
Veronese, Paolo, 91 
Verrio, Antomo, 67, 74, 87-9, 90, 
92, 96 

Vertue, George, 121-2; on crayon 
painting, 244 

Vertue, George (Richardson), 106; 
gob 

Vestier, 21 1 

Vesuvius (Wright), 208 

Vienna, (Holbein) 7, (Seisenegger) 

13 

Vinckeboons, David, 42 
Vispre, Fran9ois Xavier, 245 
Vheger, Simon de, in 
Vogelarius, Levinus, 30 
Vulpe, Vincent, 4 
Vyner, Sir Robert, 72 
Vyner, Family of Sir Robert 
(Wright), 73; 67 

W 

W., L, 52 

Waddesdon, (Gainsborough) 188 
Wager, Sir Charles (Kneller), 99 
Wdes, A$4g74Sta Princess of (Ram- 
say), 154 


Wales, Frederick Prince of, 124, 
141, 230 

Wales, Frederick Prince of (Dand- 
ridge), 137 

Wales, Frederick Prince of (Mer- 
der), 141; 114b 

Wales, Frederick Prince of, and his 
Sisters at Concert (Merder), 141 
Wales, George Prince of (Ramsay), 

154 

Wales, Prince of, as St George 
(Barry), 199 

Wales, J^incess of, and her Eight 
Children (Knapton), 139 
Wales, Princess of, and her 
Children (Du Pan), 125 
Walker, Robert, 56-8 
Wall, paintings, 29 
Waller, Edmund (Kneller), 99 
Walpole, Horace, 157; on Arun- 
del, 36; on Hayman, 146; on 
Liotard, 244; on Ramsay and 
Reynolds, 154, 166, 167, on 
Richardson, T04-5; on Scott, 
112; on *wit\ 163; on Zoffany, 
229, 231 

Walpole, Sir Robert, 107 
Walpole, Sir Robert, in the Painter's 
Studio (Hayman), 146; 120b 
Walton, Henry, 209-zo, 231 
Walton, Izaak (Huysmans), 69 
Walton, Izaak, jnr (Huysmans), 69 
Wanley, Humphrey (Hill), loi 
Wanstead House, (NoUekens) 
142 

Wanstead House, Assembly at 
(Hogarth), 129 

Wanton Servant in her Bed- 
chamber (Northcote), 205 
Ward, James, 220 
Ward, Seth, Bishop of Salisbury 
(Greenhill), 74 
Ward, William, 235 
Waedour Castle, (Wright) 71, 
72, 85*®; (Tilson) 102 
Warham, Archbishop (Holbdn), 6 
Warren, Sir George and Lady and 
their Daughter (Romney), 223 
Warwick Castle, (after Hol- 
bein) 9, (Hilliard) 22 
Warwick, Earl of, 116 
Warwick, Earl of. Daughters of 
(Gascars), 70 

Washington, (after Holbein) 9, 
(Gainsboroi^h) 188, (Stuart) 
226 

Watercolours, 236 ff. 

Watteau, Antoine, 123, 128, 141, 
142 

Wedding at Horsleydown (Hoef- 
nagel), 29 


Wedgwood, 207, 208, 209, 218 
Weedon, Thomas (Greenhill), 75 
Weesop, 51 

Welbeck, (Hilliard) 22, 26, 
(?OHver) 28, (?Mytens or 
Johnson) 38, (van Diepenbecke) 
59, (Soest) 68, (Wnght) 71, 77, 
(Ricd) 92, (Richardson) 105, 
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